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Gainsborough,  Thomas.  Portrait  of  Walter  Barttelot          .  .  .  .        .  .  202 
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Portrait  of  Jean  Armand  Trochin                         .  .        .  .  .  .  73 
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Kitaoka,  Funiio.  Ship  at  Rest  (colour  print)  .  .        .  .  147 
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Noon               .  .        .  .        .  .        .  .        .  .        .  .        .  .  . .        .  .  273 
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Piero  Gerini,  Niccolo  di  (Niccolo  di  Lorenzo).  The  Coronation  of  the 
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Pynas,  Jacob — see  Roghman,  Roeland 
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Rembrandt 
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Rowlandson,  Thomas 

Feyde  Dam  with  part  of  the  Fishmarket,  Amsterdam,  The  .  .        .  .  200 

Interior  of  a  French  Barracks,  watercolour  ..        ..  271 

Salviati,  Francesco.  Design  fi>r  ewer  decorated  with  marine  subjects,  drawing  iCu 
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Design  for  casket,  drawing  ..  ..  ..164 

Design  for  vase  with  swing  handle,  drawing                   .  .  .  .        .  ■  161 
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Sargent,  John  Singer.  A  Javanese  Dancer  .S(> 
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Sisley,  Alfred 
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Morct-sur-Loire  ■  •  130 
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Sueur,  Hubert  Le.  Bust  of  Lord  Herbert  of  Cherbiiry.  bronze  (sculpture)     .  .  262 

Terborch.  (Jerard.  Portrait  of  a  Lady  .  .  198 
Thorvaldsen,  Bcrtel 
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Cupid  and  Psyche,  pen                                       •  .  7** 
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Ticpolo,  G.  B.  Chronos,  pen  and  wash  over  traces  of  black  chalk      ..        ..  65 
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St.  Martin  and  the  Beggar,  high  relief  (sculpture)     .  .                            .  .  23 

Ditto — detail                                                            .  .  23 

Unknown:  African,  Baluba  Tribe.  Scat,  patinated  wood  (sculpture)            .  .  208 

Unknown:  Benin,  XVII  century.  Figure  of  panther,  bronze  (sculpture)  .  .  207 
Unknown:  between  mo  and  11 55.  King  David,  from  third  volume,  Bible 

of  Stephen  Harding,  executed  at  Citeaux  (miniature)  ..        ..        ..  38 
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Figure  of  David,  stone  (sculpture)      ..        ..        ..                 ..        ..  38 
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Crucifixion,  reverse,  double  sided  icon                                      .  .  171 
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double  sided  icon  .  .                                                                   .  .  172 
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Unknown:  Chinese,  Sung  Dynasty,  A.D.  960-1279,  Statue  of  Kwan-Yin 

'with  the  roaring  voice',  carved  wood  (sculpture)        .  .        .  .        .  .  208 

Unknown:  Egyptian,  Shawabty.  Figure  in  the  likeness  of  the  mummified 

King  Tutcnkhamiin,  sandstone  (sculpture)       .  .        .  .        .  .        .  .  275 

Unknown:  French.  Triptych,  of  the  Death,  Assumption  and  Coronation  of 

the  Virgin  Mary,  ivory  (sculpture)       .  .        .  .                  .  .        .  .  54 

Unknown:  French,  c.  1180.  King  David,  marble  relief  (sculpture)  .  .  41 
Unknown:  Korcula,  Adriatic  school,  3rd  quarter  XIII  century.  Virgin  and 

Child  with  donor  .  .                  .  .                                               .  .  174 

Unknown  :  Macedonian,  early  XIV  century.  The  Incredulity  of  Thomas  .  .  173 
Unknown:  Ohrid,  second  half  XIV  century.  Royal  door  from  the  church 

of  Bogorodica  Bolnicka,  Ohrid,  showing  the  archangel  Gabriel  and 

King  Solomon     .  .        .  .        .  .        .  .                 .  .        .  .        .  .  173 

Unknown :  Palmyra,  c.  50-150  A.D.  Portrait  of  a  Young  Priest,  calcite 

marble  (sculpture)          .  .        .  .        .  .                 .  .        .  .        .  .  134 

Unknown:  St.  Albans  between  11 20  and  1130.  Christ  giving  the  keys  to  St. 

Peter  (miniature)  .  .  37 

Unknown  :  School  of  Fontainebleau,  XVI  century.  The  Three  Graces         .  .  197 

Unknown:  Spanish,  c.  1 100.  Christ,  ivory  (sculpture)          .  .        .  .        .  .  41 

Unknown:  Spanish,  XII  century.  Christ  in  Majesty,  pax,  ivory  on  ground  of 

gold  and  gold  filigree  (sculpture) .  .        .  .        .  .        .  .        .  .        .  .  41 

Unknown:  XII  century,  mid.  A  man  seized  in  the  jaws  of  a  serpent,  detail 

from  walrus  ivory  tau-cross  (sculpture)  .  .        .  .        .  .        .  .  40 

Unknown :  Venetian.  The  prophet  Elijah  in  the  fiery  chariot,  relief  (sculp- 
ture)         . .        . .        . .        . .        . .        . .        . .        . .        . .  19 

Vaga,  Perino  del 

l^esigns  for  candlesticks,  2,  drawing  .  .        .  .        .  .        .  .                  .  .  159 

Designs,  for  ewers,  2,  and  bowl  with  swing  handle,  drawing     .  .        .  .  165 

Vardy,  John 

Design  for  'a  brackitt  for  candlesticks',  drawing    .  .        .  .        .  .        .  .  17 

Design  for  overmantel  glass  at  Lees  Court,  drawing        .  .        .  .        .  .  16 

Hackwood  suite,  drawing  for          . .        . .        . .        . .        . .        .  .  13 

Overmantel  glass,  drawing  for         .  .        .  .        .  .        .  .        .  .        .  .  15 

Pier  glass  and  side  table,  drawing  for          .  .        .  .        .  .        .  .        .  .  17 

Velde,  Willem  van  de,  the  Younger,  attributed  to.  View  of  a  Frozen  Canal, 

drawing     .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  169 

Verelst,  Simon.  Flowers  in  a  Vase        .  .        .  .        .  .        .  .        .  .        .  .  271 

Vcrmeer  van  Haarlem,  Jan.  Extensive  Landscape — View  of  Haarlem        .  .  256 

Vernet,  Claude-Joseph.  View  of  Marseilles     .  .        .  .        .  .        . .        .  .  257 

Vico,  Enca.  Antique  vase,  engraving    .  .        .  .        .  .        .  .        .  .        .  .  157 

Vlieger,  Simon  de.  River  Scene.  .        .  .        .  .        .  .        . .        . .        .  .  257 

Vrancx,  Sebastian.  The  Horse  Fair  (colour  plate)       . .        . .        .  .        .  .  119 

Vroom,  Hcndrik  Cornelisz. 

Battle  of  the  Armada,  The  (colour  plate)       ..        ..        ..  ..155 

Great  North  Sea  Storm,  The  (colour  plate)     .  .        .  .        .  .        .  .  155 

Vujicic,  Absolom,  of  Montenegro.  St.  Luke,  icon     . .        .  .        .  .        .  .  174 

Watteau,  Antoine.  La  Partie  Carrce     .  .                 . .        . .        . .        .  .  199 

West,  Benjamin.  Venus  and  Europa    . .        . .        . .        . .        . .        . .  68 

Xavery,  Jean-Baptistc.  Statuette  of  Princess  Caroline  of  Orange,  terracotta 

(sculpture)  .  .        .  .                 . .        . .        .  .        . .        .  .        .  .  255 

Yamaguchi,  Gen.  Encounter  (colour  print)     .  .        .  .        .  .        .  .        .  .  146 

Books,  MSS  and  Inscriptions 

Beale,  Charles,  junior,  'Sketch  Book  B':  Fly-leaf  inscribed  'Charles  Beale  3"^ 

Book  1670"          . .        .  .        .  .        . .        .  .        . .        . .       . .  249 


Books,  MSS  and  Inscriptions  page 

Bible  of  Stephen  Harding,  third  volume,  executed  at  Citeaux  between  mo 

and  i\<,y.  Kiiifi  Dni'id     ..        ..        ..        ..        ..        ..        ..  38 

Boymans-van  Beuningen  Museum  Bulletin:  Plate  14  from  an  article  on  the 

sketchbooks  of  the  work  of  Isaac  Israels,  Figures  near  the  Mint  Tower  254 

'Ladies'  Amusement,  The',  c.  1760:  Plate  68,  drawn  by  C.  Fenn  and  en- 
graved by  Robert  Hancock,  c  1760     .  .        .  .        .  .        .  .  229 

'Ladies'  Amusement  &  Designers'  Assistant,  The',  1778:  Plate  193,  engraved 

by  Robert  Hancock  and  probably  drawn  by  C.  Fenn,  c.  1760  .  .  230 

Psalter,  executed  at  Christ  Church,  Canterbury,  last  quarter  XII  century: 

illumination  heading  letter  of  St.  Jerome        .  .        .  .        .  .        .  .  37 

St.  Anselm's  'Prayers  and  Meditations',  executed  at  St.  Albans  between  11 20 

and  1 130:  Christ  giving  the  keys  to  St.  Peter      .  .        .  .        .  .        .  .  37 

Colour  Plates 

Abstract  Composition,  by  Wassily  Kandinsky  . .        .  .        .  .        .  .  43 

Bale  Napolitaine,  by  J-B-C.  Corot      .  .        .  .        .  .        .  .        .  .   March  cover 

Battle  of  the  Armada,  The,  by  Hendrik  Cornelisz  Vroom  ..        ..        ..  155 

Bourdon  House,  Davies  Street,  London,  interior      .  .        . .        .  .        .  .  237 

Chrysanthemes  Pompons,  by  Henri  Fantin-Latour    .  .        .  .        .  .    April  cover 

Clock,  ormolu  and  white  marble,  Louis  XVI,  designed  by  Falconet  for 

Queen  Marie  Antoinette,  movement  by  Lepaute     ..        ..        ..  184 

Clock,  repeating,  by  Daniel  Quare,  London  .  .        .  .        .  .        .  .        .  .  210 

Commode,  kingwood,  English,  second  half  XVIII  century  .  .        .  .        .  .  182 

Dyrham  Park,  Gloucestershire,  exterior,  east  front,  William  Talman's,  seen 

from  the  Neptune  fountain       ..        ..        ..  ..  ..138 

Dyrham  Park,  Gloucestershire,  interior,  the  balcony  room  .  .        .  .        .  .  138 

Ewer,  rock-crystal,  silver-gilt  mounts  enriched  with  polychrome  translucent 

enamels,  Italian,  mid-XVI  century      .  .  .  .        .  .        .  .  156 

Great  North  Sea  Storm,  The,  by  Hendrik  Cornelisz  Vroom  .  .        .  .  155 

Horse  Fair,  The,  by  Sebastian  Vrancx  .  .        .  .        .  .        .  .        . .        . .  119 

Mug,  the  Rogers,  by  James  Rogers,  dated  1757,  Worcester  . .        . .  227 

Overmantel,  blue  eglomisc  glass  border,  overlaid  with  carved  giltwood 

pierced  enrichments,  narrow  carved  giltwood  frame.  .        .  .        .  .  181 

Portrait  of  Monsieur  Meunier,  by  Adelaide  Labilie-Guiard  .  .        .  .        .  .  183 

Portrait  of  Princess  Louise  Augusta,  Duchess  of  Augustenborg,  by  Jens  Juel  70 
Pot  of  red  Geraniums,  A,  by  Odilon  Redon  .  .        .  .        .  .  January  cover 

Vase,  enamelled  by  J.  Rogers,  f.  1755-60,  Worcester  ..        ..        ..        ..  227 

View  from  the  North  Gate  of  the  Copenhagen  Citadel  (1834),  by  Christen 

Kobke       .  .        .  .        .  .        .  .        .  .        .  .        .  .  February  cover 

Wightwick  Manor,  near  Wolverhampton,  interior,  drawing  room  .  .  2 

Wightwick  Manor,  near  Wolverhampton,  interior,  great  parlour  .  .        .  .  2 

Cutlery 

Knives,  hunting,  ivory  handles,  3  of  a  set,  Italian  (centre  knife  German 

reconstruction),  end  XV  century  ..        ..        ..  ..152 

Knives,  hunting,  rock-crystal  handles,  2  of  a  set.  South  German  (?),  second 

half  XV  century  152 

Enamels 

Chassc,  Champleve  enamel,  French,  Limoges,  XIII  century.  .        .  .        .  .  55 

Figure,  cloisonne  enamel,  one  of  pair,  Chinese,  Ch'ien  Lung  period.  ,  .  .  208 
Plaque,  Champleve  enamel,  St.  Paul  disputing  with  the  Jews,  probably 

Winchester,  second  half  XII  century    ..  41 

Engravings,  Etchings  and  Prints 

Antique  vase,  by  Enca  Vico,  engraving  ..        ..        ..        ..  ..157 

Battle  of  the  Sea-Gods,  The,  by  Mantegna,  two  engravings          .  .        .  .  20 

Comment  on  Foreign  Behaviour  in  Japan,  A,  by  Sumio  Kawakami  (colour 

print)    146 

Encounter,  by  Gen  Yamaguchi  (colour  print) .  .        ..        ..        ..  146 

Indiscretion,  L',  by  Fran(;ois  Janinet,  after  Nicolas  Lavreince  (colour  print)  200 

Mother  and  Child,  by  Tamiji  Kitagawa  (colour  print)         .  .        .  .        .  .  147 

Plate  68  from  The  Ladies'  Amusement,  c.  1760,  engraved  by  Robert  Hancock 

after  drawing  by  C.  Fenn  (engraving)  .  .        .  .        .  .        .  .        •  •  229 

Plate  193  from  The  Ladies'  Amusement  &  Designers'  Assistant,  1778,  engraved 

by  Robert  Hancock,  after  a  drawing  probably  by  C.  Fenn  (engraving)  230 
Prints  of  Songs,  by  Shiko  Munakata  (colour  print)    ..        ..        ..  ..146 

Ship  at  Rest,  by  Fumio  Kitaoka  (colour  print)          .  .        .  .        .  .        .  .  147 

Wind  in  the  Forest,  by  Kihei  Sasajima  (colour  print)          . .        . .        . .  145 

Furniture 

Armchair,  ash,  slat-back.  New  England,  c.  1660        .  .        .  .        .  .        .  .  135 

Armchair,  seat  and  back  upholstered  in  gros  and  petit  point  needlework, 

George  II   ..188 

Bed,  oak,  original  hangings  in  bright  yellow  linsey-woolsey,  in  which 

Charles^II  slept    \  .        .  .     '  n 

Bed,  oak,  painted,  child's,  designed  byjorgen  Roed,  Danish,  c.  1845 . .  .  .  105 
Bonheur  du  join-,  harewood,  floral  marquetry  inlay,  supported  on  stand  with 

fitted  writing  drawer  in  frieze  and  cabriole  legs,  in  the  French  taste, 

Hepplewhite  period,  c.  1780      .  .        .  .        •  .        •  •        •  •        •  •  209 

Bonheiir  dii  jour,  tulipwood,  rosewood,  kingwood  and  satinwood,  with  ivory 

inlay,  by  Pierre  Roussell,  M.E.,  1745,  from  set  of  marquetry  furniture  191 
Bonheur  du  jour,  veneered  with  tulipwood,  George  III.  .        .  .        .  .        .  -  190 
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Bookc.iso,  iii.iliogaiiy,  ormolu  mounts,  said  to  have  been  designed  by  C.  F. 

Harsdotrt",  l')anish,  dating  from  the  1770's  .  .        .  .  104 

liiircivi  plat,  kingwood  and  marquetry,  gilt  mounts,  Louis  XVI,  signed 

I  Dubois  MH  ..  ..194 

Cabinet,  medal,  mahogany,  carved,  made  by  William  Vile  for  George  III 

a  few  years  before  he  ascended  the  throne      .  .  .  .  178 

Cabinet  on  chest,  brass  handles,  engraved  escutcheons  and  hinges,  all  original 

fittings,  William  and  Mary,  late  XVII  century         .  .        .  .        .  .  188 

Cabinet,  pen  vvcirk,  incorporating  Oriental  designs,  fitted  with  24  drawers, 

signed  and  dated /I. £.B.  1823     ..        ..        ..        ..        ..        ..  190 

Cabinet  walnut,  gilt  gesso  stand,  Queen  Anne  period         ..  186 
Candelabra  stand,  carved  wood  and  gilt,  one  of  pair,  Chippendale  period  185 
Casket,  needlework,  Stuart,  c.  1660  .  .  .  .  186 

Chair,  becchwood  and  gilt,  blue-painted  cane  seat,  designed  by  N.  Abild- 

gaard,  Danish,  c  1800     .  .        .  .        .  .        .  .        .  .        .  .        .  .  105 

Chair,  becchwood,  loose  cushion  on  cane  seat,  designed  by  H.  E.  Freund, 

Danish,  t.  1835     ..        ..        ..        ..        ..        ..        ..        ..  105 

Chair,  mahogany,  veneered  splats,  frames  cherry  wood,  one  of  set  of  8,  made 

in  New  York  for  a  member  of  the  Apthorp  family,  c.  1740  .  .  .  .  177 
Chair,  side,  banister-back,  Spanish  foot.  New  England,  c.  1700  .  .  .  .  135 
Chair,  walnut,  back  with  bands  of  palisander,  designed  by  Hans  J.  Wegner, 

1952,  executed  by  Johannes  Hansen's  firm  of  cabinet-makers,  Danish  107 
Chimncypicce,  the  'Fonthill",  detail  from,  sculptor  almost  certainly  John 

Francis  Moore      .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  179 

'China  Case',  figured,  possibly  by  William  Vile,  XVIII  century        .  .        .  .  178 

Connnode,  English,  in  the  French  taste,  George  III  period  .  .        .  .  190 

Connnode,  kingwood,  English,  second  half  XVIII  century  (colour  plate)     .  .  182 
Commode,  marquetry,  one  of  pair,  by  Nicholas  Foulet         ..        ..        ..  262 

Commode,  panels  of  hitpie  de  chine,  en  suite  with  a  pair  of  encoitJueurs,  Louis 

XVI,  has  been  attributed  to  P.  GanJUY,  c  1780  ..        ..        ..  193 

Commode,  tulipwood,  niarbre  Stc.  Anne  top,  Louis  XV,  signed  J.  Sclnnitz 

jME    ..    ..  131 

Desk,  mahogany,  leather  top  and  pedestal  cupboard  with  drawer,  designed 
by  Kaare  Klint  and  executed  by  Rudolf  Rasmusscn's  firm  of  cabinet- 
makers, Copenhagen,  1933         . .        .  .        .  .        .  .        .  .        . .  107 

Dressing  table,  ascribed  to  Duncan  Phyfe,  made  in  New  York,  c.  1 8 10  for  a 

Newport  family   ..        ..  ..        ..        ..        ..        ..  177 

Dressing  table,  mahogany,  Chippendale,  c.  1760       .  .        .  .        .  .        .  .  180 

Furniture  decoration,  bronze,  Asia  Minor,  VII  century  B.C.  ..  108 
Lit  de  repos,  carved  and  gilded,  with  crimson  velvet  upholstery  braided  with 

gold,  Louis  XIV,  1690  .  .  191 

Mirror,  carved  and  gilt  wood,  in  the  Chinese  taste,  Chippendale  period,  c. 

1760  .  .        .  .        . .        . .        .  .        .  .        .  .        .  .        .  .  203 

Overmantel,  blue  eglomisc  glass  border,  overlaid  with  carved  giltwood 

pierced  enrichments,  narrow  carved  giltwood  frame  (colour  plate)    .  .  181 
Pier  glass,  one  of  pair,  made  by  John  Vardy,  for  Hackwood  Park,  c.  1750     .  .  13 
Ditto — detail        ..        ..        ..        ..        ..        ..        ..        ..        ..  14 

Screen,  Beau vais  tapestry .  .        ..        ..        ..        ..        ..        ..  ..194 

Secretaire,  bow  fronted,  marquetry,  top  marbled,  whole  ornamented  with 

chiselled  and  gilded  bronzes,  Louis  XV,  stamped  Wolf  .  .        .  .  192 

Secretaire  en  tomheau,  black  lacquer,  decorated  in  two  tones  of  gilt  on  black 

ground,  ormolu  mounts,  Louis  XV,  signed  JACQUES  DUBOIS     .  .  193 
Settle,  designed  by  Bodley,  decorated  by  Kcmpe  .  .        .  .  10 

Sofa,  pedestal-,  inlaid  with  satinwood,  Copenhagen  1800-1805      .  .        .  .  105 

Stool,  silver  gesso,  upholstered  backs  and  seats  covered  with  contemporary 
Genoese  cut  silk  velvet,  one  of  pair,  en  suite  with  6  chairs.  Queen 
Anne,  c.  1700       .  .  .  .        .  .        .  .  186 

Table,  carved  wood  and  gilt,  attributed  to  Thomas  Chippendale      ..  180 
Table,  china,  harewood  and  satinwood,  tulipwood  crossbandings,  XVIII 

century      .  .  .  .        .  .        .  .        . .        .  .        . .        .  .  190 

Table,  console,  carved  wood,  onyx  top,  formerly  at  Hinton  Manor,  Sutton 

Scotncy,  Hampshire       ..        ..        ..        ..        ..        ..  ..185 

1  able  des  Grands  Comniandeurs,  Sevres  porcelain,  bronze  and  ormolu,  plaque 
signed  'L.  B.  Parant,  1812,  M""^-  Imple  de  Sevres',  inetalwork  by 
Thomire,  one  of  3  tables  ordered  by  Napoleon  to  celebrate  his 
military  prowess  .  .  .  .     1 1 S 

Table,  gateleg,  maple.  New  England,  f.  1700  ..136 
Table,    library,    pedestal,   mahogany,  the  Combe   Abbey,  by  Thomas 

Chippendale         .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  55 

Table,  oak,  probably  made  for  John  Lambton,  Esquire,  Co.  Yorks,  Eliza- 
bethan      .  .  . ,  .  .        .  .        .  .     1 87 

Table,  rosewood  and  purplewood,  group  of  flowers  in  marquetry  set  in  the 

top,  decorated  gilt  bronze,  Louis  XV,  by  Denis  Genty,  f.  1755  192 
Table,  satinwood,  oval,  from  Ham  House,  Richmond  Surrey,  Hepplcwhite 

period        .  .  .  .        .  .        .  .        .  .        .  .     1 89 

Table,  side,  mahogany,  Adam  design,  c  1785  ..        ..        ..        ..  189 

Table,  side,  one  of  pair,  delivered  by  John  Vardy  to  3rd  or  4th  Duke  of 

Bolton  at  Hackwood  Park  12 
Ditto — detail  .  .  14 

Table,  silvered  pinewood,  lobed  top  inset  with  a  later  panel  of  verde  aniico 

marble,  Stuart,  f.  1680  ..        ..  186 

Table,  toilet,  satinwood,  inlaid  decoration,  Hepplevvhite  period  ..  189 

Table,  work-,  on  top  watercolour  paintings  framed  by  a  silver  bezel,  top 

raises  to  reveal  fittings  for  needlework,  Ck-orgc  III  period  1  89 

Table,  writing,  Honduras  rosewood,  cast  and  chased  brass  mounts,  George  I  188 
Table,  writing,  kingwood,  bombe  shape,  Louis  XV  .  .        .  .        .  .        .  .  192 
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Table,  writing,  mounted  on  cross-membered  frame,  ijilt  bronze  mounts, 

stamp  of  Weisweiller,  Paris       ..  ..194 

Table,  writing,  tambour,  English,  c.  1780                          .  .        .  .        .  .  190 

Torchere,  carved  wood,  painted  and  gilded,  one  of  set  of  4,  Adam  period,  c. 

1790   '   185 

Glass 

Candelabrum,  table,  2  scrolling  candle  branches  with  pearshaped  pendant 

drops,  c.  1770        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  205 

Candlestick,  suspending  cut  glass  pear  drops  on  gilt  and  decorated  ormolu 

round  temple  bases,  one  of  pair,  English,  c.  1800         .  .  205 

Goblet,  covered,  finely  engraved  vine  extending  to  plain  stem,  cover  similar- 
ly engraved,  English,  c.  1750       .  .        .  .                  .  .        .  .        .  .  20s 

Goblet,  the  Shuckburgh,  sealed,  lower  of  two  rows  of  raspberry  prunts  in- 
corporating a  rare  'S'  seal,  considered  to  be  by  George  Ravenscroft's 

gaffer,  English,  c  1676-77           ..        ..        ..        ..                  ..  205 

Panel,  stained  glass,  by  Jakob  Kistenfeger,  German,  early  XVI  century        .  .  66 

Wine  glasses,  stipple  engraved,  2,  by  David  WoltT,  the  late  XVIII  century  57 

Ditto — I    .  .        .  .        .  ,        .  .        .  .        .  .        .  .        .  .        ....  261 

Jewellery 

Head  ornament,  emerald  and  diamond           .  .        .  .        .  .        .  .        .  .  260 

Necklace,  emerald  and  diamond          .  .        .  .        .  .        .  .        .  .        .  .  57 
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Figure  of  Turk,  yellow  cloak,  modelled  by  J.  J.  Kaendler,  Meissen  .  .  206 

Flowerpot,  fluted,  caiUoutc  pattern  in  gold  on  bleu-royal  ground  inspired  by 
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Royal  Danish  Porcelain  Factory  .  .        .  .        .  .        .  .        .  .        .  .  85 
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Teapot,  with  underglaze  blue  transfer-prints  in  the  style  of  James  Rogers,  c. 
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George  IV.  London,  1826  ..  204 

Cup.  communion,  with  patcn-cover.  maker's  mark  a  globe,  London  hall- 
mark for  1568-9  33 
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Cup.  maker's  mark  a  greyhound  sejant.  1652  .  .        .  .        .  .        .  .  28 

Cup.  standing,  by  Heinrich  Friedcrichs.  Hamburg    . .  .  .  222 

Ditto — detail,  showing  marks    .  .        .  .  222 
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1607  .  .        .  .        . .  .  .        .  .        .  .  . .  204 

Cup,  used  as  a  chalice,  silver-gilt,  maker's  mark  of  Melchior  Bayr,  Augs- 
burg markf.  1610  ..        ..  33 

Cups,  7  (originally  8),  maker's  mark  a  greyhound  sejant,  1657  ..  29 

Dish,  silver-gilt,  border  engraved  with  4  coats  of  arms,  James  I,  maker's 

mark  lA,  1616  .  .  203 

Dish,  silver-gilt,  covered,  one  of  pair,  formerly  belonging  to  August  II, 
King  of  Saxony  and  Poland,  dishes  by  Gottfried  Mcnzel,  covers  by 
Christian  Winter,  Augsburg,  dated  1730  .  .  .  .  204 

Dish,  strawberry,  George  I.  one  of  pair,  by  David  Willaume.Jiir.     ..  259 
Epergne,  maker's  mark  of  Brandt  Jonsen,  hall-mark  for  Copenhagen,  1772.  .  90 
Ewer  and  basin,  by  William  Eaton,  1827  114 
Ew'er  and  basin,  maker's  mark  CR  conjoined,  possibly  re-made  about  1640  27 
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hall-mark  for  1562-3        .  .        .  .        .  .        .  .        .  .        .  .        .  .  25 

Ewer,  part  of  gold  toilet  service  belonging  to  the  Danish  Queens,  maker, 

Frederik  Fabritius,  Copenhagen,  1731    .  .  .  .  89 

Flagons,  silver-gilt,  maker's  mark  RS  above  a  heart,  London  hall-mark  for 

1627-8  .  .        .  .  . .  32 

Font  bowl,  by  Heinrich  Friederichs,  Hamburg  .  .        .  .        . .        .  .  220 

Ditto — detail,  showing  marks  .  .  .  .        .  .        .  .        .  .  220 

Monteith  bowl,  William  III,  by  Benjamin  Pyne,  London,  1701         ..        ..  204 

Monteith,  silver-gilt,  George  I,  by  Benjamin  Pyne,  London,  171 5     ..        ..  57 

Patens,  pair,  maker's  mark  IB,  London  hall-mark  for  1683-4  .  .        •■        ■■  32 
Plate,  silver-gilt,  Sassanian,  c.  500  B.C.  .  .        .  .        .  .        . .        .  .  109 

Porringer,   two-handled,   and  cover,   flat-chased  chinoiseric  decoration, 

James  II,  maker's  mark  a  goose  in  dotted  circle,  London,  1686  .  .  204 

Pot,  maker's  mark  OS  in  a  hexagon,  London  hall-mark  for  1614-15  .  .         .  .  26 

Salt,  pulley,  maker's  mark  indecipherable,  London  hall-mark  for  1664-5     ■  •  30 
Salt,  silver-gilt,  maker's  mark  TL  in  monogram,  London  hall-mark  c.  1560.  .  26 
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Spoon,  by   Heinrich   Friedcrichs,   Hamburg,  in   the  Erich  Schliemann 

Collection  .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .        .  .  222 

Ditto — detail,  reverse  showing  marks  .  .  222 
Spoon,  by  Heinrich  Friederichs.  Hamburg,  in  National  Museum,  Copen- 
hagen       .  .        .  .        . .        . .        .  .        .  .        .  .        .  .        . .  221 
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Staff,  one  of  set  of  8,  which  supported  the  canopy  held  by  the  Lords  of  the 
Cinque  Ports  at  the  Coronation  of  George  IV,  detail  from,  by 
Pitts  and  Preedy,  hallmarked  for  the  year  1820  .  .  205 

Tankard,  covered,  carved  ivory  body  by  L.  Faidherbe  after  motifs  from 
Rubens,  silver-gilt  mounts  by  Andreas  Wickcrt,   the  Elder  or 
Younger,  Augsburg,  middle  XVII  century      ..  ..153 

Tankard,  peg,  maker's  mark  of  Gcrt,  hallmark  for  Aalborg,  1655     . .  88 
Tankard,  silver  and  parcel-gilt,  maker's  mark  CR  conjoined.  London  hall- 
mark for  1649-50    .  28 
Tazza,  parcel-gilt  silver,  on  detachable  foot,  baroque,  Basle,  f.  1729  ..  203 
Teapot,  on  lamp  stand,  with  contemporary  arms  of  Hawkins,  by  Humphrey 

Payne,  1711/14    ..        ..        ..        ..        ..        ..        ..        ..  259 

Teapot,  square,  pear  shape  in  outline  and  stand.  Queen  Anne,  by  Anthony 

Nelme,  London,  1708  205 
Urn,  tea,  maker's  mark  of  Abraham  Nvemann.  hall-mark  for  Copenhagen, 

1808    .'  '  ..  91 

Waiter,  square,  4  scroll  feet,  by  Paul  de  Lamcrie,  1734.  .        ..        ..     ..  131 

Wine  cistern,  the  Sutherland,  by  Paul  de  Lameric.  1719         ..        ..  56,137 


Textiles:  Carpets  page 

Jaipur,  vase  carpet,  blood-red  ground  with  floral  border,  early  XVll 

century      . .        . .        . .        .  ,        . .        . .        .  .  .  .  .  .  207 

Ladik  prayer  rug,  white  antique  wool,  probably  made  for  Sheik  U  Islam, 

from  Ladik.  late  XVII  or  early  XVIII  century  .  .        .  .  .  .  .  .  207 

Persian,  c.  1 600                                  .  .                            .  .  .  .  ..112 

Persian  (Kurdistan),  rug,  animal,  end  of  XVIII  century        .  .  .  .  .  .  67 


Textiles:  Costume 

Coat,  embroidered,  young  boy's,  brilliant  polychrome  silk  embroidery  on 

linen  ground,  first  half  XVIII  century  .  .        .  .        .  .        .  .  207 


Textiles:  Needlework 

Sampler,  embroidered  in  coloured  silks  on  linen,  by  Jane  Bostocke,  1598  235 


Textiles:  Tapestry 

Brussels,  panel,  The  Adoration  of  the  Magi,  early  XVI  century  . .        . .        . .     1 1 1 


Timepieces 

Clock,  bracket,  eight-day.  ormolu  mounts,  gilt  dial,  silvered  hour  zone, 

verge  escapement,  by  Thomas  Tompion,  f.  1690         ..        ..        ..  196 

Clock,  bracket,  walnut  case,  by  John  Ellicott,  London,  .        .  .        .  .        .  .  215 

Clock,  cartel,  dial  enclosed  in  gilt  bronze  case,  Louis  XV,  by  Gudin,  Paris, 

1750       •  •        •  •        •  •        ■  •        •  •    195 

Clock,  longcase,  figured  walnut  case  inlaid  with  herring-bone  design, 

William  III  period,  movement  by  Daniel  Quare,  of  one  year  duration  196 

Clock,  longcase,  mahogany,  small,  by  John  Seymour,  London      .  .        .  ,  215 

Clock,  longcase,  walnut  with  marquetry  inlay,  by  John  Knibb,  Oxford  215 
Clock,  nmsical  automaton,  various  coloured  paste  stones  and  finely  chased 

ormolu  drapery,  flowers  and  trees  on  similarly  chased  ormolu  feet, 

English,  late  XVIII  century        .  .                                               .  .  196 

Clock,  musical,  by  J.  A,  Lambman,  Brussels,  dial  .  .  211 
Clock,  musical,  tortoiseshell  and  silver,  by  John  Thwaites,  and  Hester 

Bateman    .  .        .  .                            .  .        .  ,        .  .        ,  .        .  .  212 

Clock,  ormolu  and  white  marble,  Louis  XVI,  designed  by  Falconet  for 

Queen  Marie  Antoinette,  movement  by  Lepaute  (colour  plate)         .  .  1 84 

Ditto — black  and  white  .  .        .  ,        ,  .        ,  ,        .  ,        .  .        .  .        .  .  195 

Clock,  repeating,  by  Daniel  Quare,  London  (colour  plate)  .  .  .  ,  210 
Clock,  table,  chariot  form,  bronze  dore,  George  II,  automaton  mechanism, 

movement  signed  Jd/Jic;  L'/;/c'/7»!,  L('))(/(i/!           ..        ..        ..  195 

Clock,  table,  ebony  veneered,  striking  movement  of  three-day  duration 

by  Ahasuerus  Fromanteel,  London,  c.  1660-65.  and  bears  a  later 

inscription  £.  If.  i6Sy     ..        ..        ..        ..                  ..        ..  196 

Clock,  table,  enamelled,  surmounted  by  a  Roman  warrior  fmial.  Viennese  .  .  259 

Clock,  travelling  alarm,  silver  and  gilt,  by  John  Paulet,  London        ..        ,.  216 
Ditto — 2  views     ..        .,        ..        ..        ..        .,        ,.        ..  ,.217 

Timepiece,  regulator,  in  walnut  case,  by  George  Graham,  London    ,  .        ,  ,  212 

Ditto — detail,  dial           ..        ..        ..        ,,        ..        ..        ..  213 

Ditto — detail,  movement  .,        ..        ..  ..  ..213 

Timepiece,  three  train,  by  Ahaseurus  Fromanteel,  originally  a  wall  clock 

but  converted  to  a  longcase  example,  2  views   ..        ..        ..        ..  218 

Ditto — detail        ..        ,.        ..        ..        ..        ..        ..        ..  219 

Watch,  parcel  gilt,  octagonal,  by  David  Ramsay,  given  by  Charles  I  to  Lord 

Panmure  .  .  ,,115 

Watch,  quarterly-repeating  musical,  unsigned,  case  No.    1098,  cylinder 

escapement           .  .        .  .        .  .        .  .        .  .                  .  .        .  .  259 

Watch,  quarterly-repeating  verge  automata,  unsigned,  reverse  enamelled 

with  a  kitchen  scene        .  .        .  .        .  .        .  .        .  .        .  .        .  .  259 

Watch,  verge,  inset  in  Viennese  ivory  and  enamel  casket       ,,        ..        ..  260 

Wallpapers 

Wallpaper,  William  Morris's  earhest,  the  Daisy  Pattern,  from  Wightwick 

Manor  4 
Wallpaper.  William  Morris's  'Wild  Lily',  from  Wightwick  Manor  .  .  7 

Works  of  Art 

Box,  gold,  enamel  and  jewelled,  workmaster  Michael  Perchin  54 
Box,  mother-of-pearl,  rectangular,  in  four  colour  gold,  borders  with  chased 

quatre-couleur  floral  decoration,  G-R.  Morel   .  .        .  .        .  .        .  .  208 

Casket  and  cover,  rectangular,  bronze,  Chinese,  Shang  Yin  Dynasty,  1766- 

1122B.C    207 

Casket,  ivory  and  enamel,  verge  watch  inset.  Viennese  .  .        .  ,        .  .  260 

Cross,  altar,  copper-gilt  with  champlevc  enamel  and  nielloed  silver  details, 

Mosan,  third  quarter  XII  century  .  .        .  .  39 

Cup,  double,  rock-crystal,  gilt  mounts,  Upper  Rhine,  second  half  XV 

century      ,  .        .  .        . .        .  .        .  .        .  .        . .        •  •        .  .     1 52 

Easter  egg,  known  as  the  Cross  of  St.  George  Egg,  by  Faberge  ..        ..  54 


Xll 
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Works  of  Art — lOiKiiiiiol  ^ 

Ewer,  rock-crystal,  silver-gilt   mounts  enriched  with  polychrome  trans- 
lucent enamels,  Italian,  mid-X  VI  century  (colour  plate)  i  56 
Figure,  cloisonne  enamel,  one  of  pair,  Clhinese,  C'h'ien  Lung  period  .  .  208 
(lirdle,  woman's,  woven  green  silk  band  with  applied  silver-gilt  and  enamel 

iirnament,  buckle  and  pendant  in  gilt  and  enamel,  Paris,  c.  1300        .  .  i  50 

Horn,  drinkmg,  gilt  nu)unts  and  supporting  figures.  Upper  Rhine  (?),  r.  1400  151 
Horn,  drinking,  silver-gilt  and  enamel  mounts,  enamel  cover.  Upper  Rhine 

{?),  end  of  XIII  century  •   150 

Ditto — detail  of  cover      .  .        .  .        .  .        .  .        .  •        .  .        •  •        .  .  150 

Musical  box,  bird  .  .        .  .        .  .        .  .        .  .        .  ■        •  •        •  •        ■  ■  255 
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Pax,  Christ  iti  Majesty,  ivory  on  ground  of  gold  and  gold  filigree,  Spanish, 

XII  century 
Plate,  silver-gilt,  Sassanian,  c  500  B.C.  .  . 

Pomander,  gold  and  enamel.  South  German,  third  t]uarter  XVI  century 
Tankard,  covered,  carved  ivory  body  by  L.  Faidherbe  after  motifs  from 

Rubens,   silver-gilt  mounts  by  Andreas  Wickert,  the  Elder  or 

Younger,  Augsburg,  middle  XVII  century 
Taps,  gilded  bronze,  pair,  French,  c  1775 

Vase,  carved  agate,  antique  Roman,  enamelled  gold  mounts  sometimes 
attributed  to  Benvenuto  Cellini,  mid-XVI  centurv 
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Ten  Shillings 
Two  Dollars  u.s.a 


Odilon  Rcdoii 
(1840-1916) 

A.  Pot  of  red  Geraniums 


Ctmvas  21 1  X  jjj  inches 
53  3  >'  J-^- J  f'"- 

e  possession  of  the  Hallsborough  Gallery, 
0  Piccadilly  Arcade,  London,  S.W.i. 


CHRISTIE'S 

Fine  Art  Auctioneers  Since  1766 
HIGH  PRICES  SINCE  OCTOBER  1961 


A  gold,  enamel  and  jewelled  box 
by  Carl  FABERGE 

3^  inches  wide,  £4,200 


An  Italian  Renaissance  gold,  enamelled 
and  jewelled  pendant 

modelled  as  a  figure  of  Minerva 
6  inches  high,  £5,800 


Portrait  of  Madame  du  Barry 
by  Francois  Hubert  DROUAIS 
£17,850 


The  Sutherland  Wine  Cistern 
by  Paul  de  LAMERIE,  1719 

38  inches  wide,  £27,000 


Christie's  Spring  Season  Begins  on  Monday,  29th  January 


An  Exhibition  of  Royal  Gifts  will  be  held  in  our  Great  Rooms 
until  Jan.  2 1st  on  behalf  of  the  Y.W.C.A. 


CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street,  St.  James's,  London,  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams:  christiart,  piccy,  London 


Marlborough 


Marlborough  Fine  Art  Limited 
39  Old  Bond  Street,  London  Wl 
Telephone:  Hyde  Park  6195-6 
Cables:  Bondarto  London 


Important  19th  and  20th  Century  Works  of  Art 
Contemporary  Paintings  and  Sculpture 


Agents  for : 


Maurice  de  Vlaminck    Le  Bateau  d  Voile  1916 


23J  X  28  inches 


Armitage 

Bacon 

Chadwick 

Oskar  Kokoschka 

Meier-Denninghoff 

Henry  Moore 


Pasmorc 

Rebeyrollc 

Ceri  Richards 

Graham  Sutherland 

Ten  Holt 

Tilson 


The  Estate  of  Willi  Baumeister 
The  Estate  of  Jackson  Pollock 
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Vol.  .cxlix.  No.  599 


FOUNDED  1901 

Editor 

L.  G.  G.  RAMSEY 


Editorial  Corrcspoiidctil  in 
Italy:  Hugh  Honour 


Editorial  (^orrespoiidciil  in 
Portugal:  Carlos  dc 
Arevedo 


Tribute  to  the  British  Antique  Dealer — 25 
Wightwick  Manor — a  William  Morris  Period-Piece 
John  Vardv  and  the  Hackwood  Suite 
The  Triumph  oi  Neptune 
The  Winchester  College  Plate 
Nineteenth  Century  Paintings  at  Bassano 

Disiecta  Membra:  In  Search  of  an  Exhibition  of  Romanesque  Art 

Abstract  Art.  Its  Justification  and  Reason 

Books  Reviewed 

Book  Production  Notes 

Books  Received 

International  Saleroom 

Forthcoming  Sales 

II  Bacchiacca  at  Baltimore 

The  Connoisseur  m  America 


R.  GLYNN  GRYLLS  (LADY  MANDERj 
ANTHONY  COLERIDGE 
YVONNE  HACKENBROCH 
CHARLES  OMAN 

JOHN  BECKWITH 
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GERTRUDE  ROSENTHAL 
HELEN  COMSTOCK 


I 

3 

12 

19 
24 

34 
36 
42 
46 
52 
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64 


On  Cover 

A  Pot  of  Red  Geraniums,  by  Odilon  Rcdon. 

Ill  the  possession  of  The  Hallshoroiioli  Gallery,  20  Piccadilly  Loudon,  S.W.  1. 


Colour  Plates 

Wightwick  Manor,  The  Drawin<z;  Room 
Wightwick  Manor,  The  Great  Parlour 
Abstract  Composition,  by  Wassily  Kandinsky 

//;  the  possession  oj  Messrs.  Marlborough  Fine  Art  Ltd.,  jg  Old  Bond  Street,  London,  W.  i. 
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Delegate  General  for  Fraiu  e 
Germany  and  Greece: 
Georges  Salmann  [Paris) 

Business  and  Advertisement 
Manager:  V.  F.  Law 
(Advertisement 
instructions  should  be 
sent  six  weeks  prior  to 
date  of  publication). 


The  Connoisseur  is 
published  monthly  in 
Great  Britain  and  the 
U.S.A.  by  The  National 
Magazine  Company  Ltd., 
28/30  Grosvenor 
Gardens,  London  s.w.i, 
England.  Editorial 
Director:  Marcus  Morris 


Addresses 
Editorial  and 
Advertising  Offices: 

13-17  New  Burlington 
Place,  London  w.i 
Telephone  GERrard  8166 

Circulation  Office: 

15  Lower  Grosvenor 
Place,  London  s.w.  i 
Tc/e/)/)one  Victoria  1591 

New  York  Offices: 
American  Editor: 
Malcolm  Vaughan 

572  Madison  Avenue, 
New  York  22,  N.Y. 
Telephone  Plaza  1-2 100 

Advertising  Director 
for  the  U.S.A.: 
Boleslaw  Mastai 

21  East  57th  Street, 
New  York  22,  N.Y. 
Telephone 
Eldorado  5-7395 

American  Circulation 
Office: 

The  Connoisseur, 
250  West  55th  Street, 
New  York  19,  N.Y. 
Telephone  Plaza  7-5020 


Gircniation  Information. 

Great  Britain.  Single  copy  price  ids.  Annual  subscription  15s.  od.  (postage  paid).  Subscription  may  be  booked  from  your  local  bookseller  or  direct  through  The 
Belgravc  Library,  22  Armoury  Way,  London,  S.W. 18.  Notification  of  change  of  address  should  be  sent  at  least  four  to  five  weeks  before  publishing  date. 
U.S.A.  Single  copy  price  $2.  Subscription  price  U.S.  and  possessions  and  Canada  $16.00  for  one  year  (12  issues)  $30  for  two  years  (24  issues).  All  other  countries 
$19.00  for  one  year,  $36  for  two  years.  Single  copies  may  be  obtained  by  sending  your  order  with  remittance  to  the  New  York  Circulation  office.  Subscription  orders 
should  be  sent  to  the  New  York  Circulation  office.  Notify  The  Connoisseur  Subscription  Department,  250  West  55th  Street,  New  York  19,  N.Y.,  of  any  change  of 
address  and  give  the  old  address  as  well  as  the  new,  with  postal  zone  number  if  any. 

Early  consideration  will  be  given  to  MSS  accompanied  by  suitable  photographs.  Although  due  care  is  taken,  the  publishers  do  not  accept  responsibility  for  MSS  or 
photographs  which  must  be  submitted  at  the  owner's  risk.  The  Editor's  decision  is  final  in  all  editorial  matters. 
Second  class  postage  paid  at  New  York,  N.Y.,  U.S.A.  Printed  in  Great  Britain. 
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By  Afipomtmeat  to  HM.  the  Qu 
Sihenmiths  aad  Je»eUer$ 


Anticfue  Wine  Coolers 


An  exceptionally)  l)ea.'u^  pah  of  Campana  form  silver  0ilt  wine  coolers. 
T&e  armSj  applied  in  bold  reliefs  are  tl)ose  of  Geor0e  Vernon  [son  of  4tl)  Baron  Vernon} 

wljo  succeeded  as  stb  Baron  Vernon  in  1835. 

London  Geo.  IV  1826  by  Bc-iijaiiiiii  Smith    Weight  304  ounces    Heiglu  11  niches 


Asprcy      Co.  Ltd.,  165/169  New  Bond  Street,  London  W.  i .    Telephone:  HYDe  Park  6767 


III 


By  Appointment 
Antiquaries  op  Chinese  Art 

TO  THE  LATE  QuEEN  MaRY 


By  Appointment 
Antiquaries  of  Chinese  Works  op  Art 
TO  H.M.  THE  Kino  of  Sweden 


JOHX  SPARKS 

LIMITED 

€Unt^t  Mork^  of  ^rt 


A  Chinese  cloisonne  enamel  Ling  Lung  vase,  one  of  a 
pair,  with  the  decoration  on  a  turquoise  blue  ground. 
CH'ffiN  LUNG  PERIOD:  A.D.  1736-1795. 
Height  13i  inches 

From  the  collection  of  the  late  T.  B.  Kitson.  The  vases 
were  in  the  collection  of  General  Gordon  of  Khartoum, 
and  had  been  originally  given  to  Mrs.  Moffttt,  sister 
of  the  late  General,  by  Li  Hung  Chang  in  1896.  Her 
husband.  Major  Moffitt,  was  with  General  Gordon 
throughout  his  campaign  in  China. 


128  MOUNT  STREET,  LONDON,  W.  1 

GROsvenor  2265 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THE 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


A  rare  George  I  Salver,  by  David  Willaume 
London  1716.  Width  9  inches 

An  Example  from  our  Collection  of  Early  English  Silver 


Valuations  for  Probate,  ^  ^ 

Irxsurance  and  Division.  ^-^^/^yT^^/T'O'Tly  CC:'/» 


Telephone:  MA  Yfair  626 J  &  6263 


D  M  Cr  P 


MANHEIM 


Members  of  The  British  Antique  Dealers'  Assurialion  Ltd. 
and  Art  and  Antique  Dealers'  League  of  America 


LONDON 

69  Upper  Berkeley  Street 
Portman  Square,  W.  1 

Telephone:  PADdington  6595 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 


Cables:  Vivantiqiie,  London        Cables:  Vivantique,  New  York 

CHELSEA  FIGURES 
RED  ANCHOR  MARKED 

Modelled  in  a  vigorous  style,  this  pair 
represents  'Summer'  and  'Winter'. 
They  are  decorated  in  the  typical 
colours  of  this  period  of  Chelsea.  The 
Red  Anchor  mark  appears  on  both 
bases.  5k  inches  high.  Circa  1755. 


PRIDES  of  LONDON 


A  Hepplewhite  pedestal  desk  of  mahog- 
any with  a  red  calf  top,  fitted  with  one 
long  drawer  and  three  to  each  pedestal, 
the  reverse  side  with  three  cupboards. 
5  ft.  X  2  ft.  1 1  in. 


179/180  SLOANE  STREET,  S.W.I 


Tel:  BELgravia  3080 
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THOMAS  LUMLEY  ltd. 


BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


WILLIAM  WALTER  (Antiques)  LTD. 


CHANCERY  HOUSE,  CHANCERY  LANE,  LONDON  W.C.2 


Telephone:  Chancery  3248/49 


AND  LONDON  SILVER  VAULTS 


Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


GEORGE  II  SILVER 

Fine  Set  of  four  Candlesticks 
Date  1753/9 
By  John  and  William  Cafe 
of  London 
Weight  95  oz.  10  dwt. 

Salver 
Date  1730 
By  Samuel  Laundry 
of  London 
Weight  34  oz. 

Large  and  interesting  collection 
of  fine  Old  English  Silver  always 
available  for  inspection 


A  fine  pair  of  Louis  XVI  ormolu  candlesticks  of 
unusual  tulip  form;  the  tubs  of  white  marble. 
Height  12  inches.  C.  1760. 


H  O WAR  D 

8  DAVIES  STREET     BERKELEY  SQUARE     LONDON  W.  1 


DUITS 


LTD 


Finest  examples 
of 

lyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,    LONDON,  S.W.i 

Telephone  :  Whitehall  7440 
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A  SUPERB  ORMOLU  TABLE  CI^OCK  BY  MATTHEW  BOULTON  INSET  WITH 
PAINTED  ENAMEL  PLAQUES   BY  WILLIAM  H.  CRAFT.    Signed  and  dated  1786 
Height  I  ft.  8  in.    Width  i  ft.  2  in.    Depth  7  in. 


TELEPHONE  HYDE  PARK  0444  ESTABLISHED    1884  TELEGRAMS  BLAIRTIQUE.  PICCY,  LONDON 

V/pmhprt  of  The  British  Anii(]ur  Denlrrs'  As\cciiition  I. id. 


IX 


CONNOISSEUR  REGISTER 


GREECE 


Individually  Planned 

HOLIDAYS 


Enjoy  complete  personal  freedom,  no  group  planning. 
Air  travel  by  regular  flights  of  scheduled  airlines. 
Individual  itineraries  offering  a  v^ell  balanced  holiday  v^hich  is 
both  relaxing  and  interesting. 

FREE  BROCHURE,  fully  detailed.  Write  Dept.  (CI) 
E.  A.  GIBSON  &  COMPANY  LIMITED 

100  Fenchurch  Street,  London  E.C.3.    {Member  of  A.B.T.A.) 


QUALIFIED  RESTORER  ol'  ANTIQUES,  Institutf  ol  .Art  haeology 
trained,  will  undertake  8;eneral  works  ol  restoration.  Specialist  work  on 
ivory,  ceramics,  metals,  etc.  Reasonable  charges,  I'ree  estimate.  Box  No. 
7207.  

Library  in  Holland  needs  numbers  ofCONNOISSEUR— .April  1923  and 
September  1924  at  reasonable  price.  Bo.x  No.  7209. 

WANTED  to  buy.  Paintings  by  William  A.  Walker,  or  W.A.W., 
Libraries,  Old  letters  with  Stamps,  Antique  Furniture,  China,  Silver, 
Old  coins,  .American  Historical  paintings,  Netsukes,  Paperweights, 
Southern  items  always  wanted.  Schindlers  Antique  Shop,  200  King 
Street,  Charleston  f),  S.  Carolina.  U.S.A. 

GL'ILDFORD.  Suitable  lor  sale  of  Antiques,  Objets  d'Art,  or  Books, 
shop  premises  short  distance  from  High  Street,  Frontage  15  It.,  total 
floor  area  over  1,.500  sq.  It.  For  Sale  Freehold  or  might  be  let  on  long 
lease.  Box  No.  7208.  

WANTED  bv  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1870 i.  Write':  B.  Maslai,  21  East  37th  .Street,  New  York  22,  N.Y. 
(U.S.A.  I  

Oxford  graduate  anxious  to  enter  Antique  business.  Requires  a 
position  to  Icain  profession  with  a  view  to  future  investment.  Box  No. 
7206.  

1 ,200  IMPORTANT  BOOKS  on  Antiques  and  all  Collecting  subjects 
are  listed  in  our  latest  catalogues,  which  are  sent  free  on  request.  The 
Ceramic  Book  C'ompany,  Newport,  Mon. 

WANTED:  Wall  Tiles,  Floor  Tiles  and  Roofing  Tiles.  At  all  times 
we  will  be  interested  to  purchase  ancient,  curious  or  otherwise  interesting 
tiles  for  our  collection.  Mr.  James  Smith,  Langley  London  Limited, 
163-.5-7  Borough  High  Street,  London,  S.E.I. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309j 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
.Agency  Depts:  Torquay  22126,  Paignton  58296.) 

CLASSICS  of  SPACE  ART.  200  oil  paintings  for  exhibitions.  Herb. 
Loewenthal,  Deis  Planet  b.,  Nationalpark,  Zurich  7,  Kluseggstr.  16 
(Switzerland). 

SCHOOL  of  DESIGN  and  DECORATING.  Michael  Inchbald, 
M.S. LA.,  F.R.S.A.  and  Jacqueline  Inchbald  will  run  a  concentrated 
ten-week  course,  starting  January  22nd  until  March  30th,  covering 
every  aspect  of  Design  and  Decoration,  modern  and  classical,  including 
furniture,  silver,  china,  as  well  as  a  practical  course  of  upholstery, 
furniture  painting  and  repair.  Application  to  10  Milner  Street,  S.W.3. 

Chronometers,  deck  watches,  stopwatches  and  watch  spares  for 

Disposal  from  the  Unique  Collection  of  Chas.  Frank  Ltd.,  Saltmarket, 
Glasgow. 

RARE  BOOK.  Coronation  of  King  Edward  VII.  Profusely  illustrated, 
silver  point  and  colour.  Privately  printed  Harrison  &  Sons.  Dimensions 
27  >  21  X  3  inches.  Original  Price  14  gns.  Offers.  Box  No.  7210. 

DUNNING'S  ANTIQUES  purchase  and  offer  Ship  Figureheads,  Sun- 
dials,  Globes,  Scientific  Instruments,  Early  Carvings,  Rushlight  Holders, 
Sandgla.sses,  Door  Furniture.  58  Holywell  Hill,  ST.  ALBANS.  51065. 

Bra.ss  Revolving  ANNELEY  FLINTLOCK  PISTOL  made  Bristol. 
Circa  1710.  Offers  invited  from  UK  collectors  only.  Box  No.  7205. 

GARRARD  &  CO.  LTD.,  Crown  Jewellers,  are  particularly  interested  to 
purchase  Table  Silver  such  as  Tea  and  Coffee  Services,  Trays,  Waiters, 
Dishes,  Spoons  and  Forks,  Candlesticks,  Candelabra,  etc;  also  all  types  of 
Antique  Silver,  Antique  Jewellery,  and  17th  and  18th  century  Clocks. 
Send  pieces  to  1 1 2  Regent  Street,  London,  W.  1 .,  or  we  will  gladly  arrange 
for  a  representative  to  call. 

WANTED :  'Jade  Lore'  by  Goette.  Must  be  in  good  condition,  state 
price.  Box  No.  7204  

WANTED:  26th  Napoleonic  Gold  Siege  Coin  Malta  Struck-Count 
Vaubois.  1799  Numismatic  Bank  of  Malta,  Boston  21,  U.S.A. 

Binders  for  your  Connoisseurs!  And  you  can  do  it  yourself.  Three 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red  leather-cloth, 
with  rounded  corners,  the  name  The  Connoisseur  gold-blocked  on  the 
spine.  Price  each  16s.  6d.  ($2.39)  inclusive  of  postage,  packing  and 
insurance.  Extra  blocking  on  the  spine  for  dates  costs  an  additional  Is.  3d. 
(17  cents)  per  binder.  Order  from  The  Belgrave  Library,  22  Armoury  Way, 
London,  S.W.18.  '  

Register  advertisements  are  1  /-  per  word,  minimum  15/-,  which  must  be  prepaid 
and  sent  to  the  Advertisement  Manager,  THE  CONNOISSEUR,  13-17  NEW 
BURLINGTON  PLACE,  LONDON,  W.l.  [Gerrard  8166.)  Addresses  or  Box 
Numbers  must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for 
any  sales  effected. 


Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association  ^ 

G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Wfxsh  Ceramics 

io8  Penylan  Road,  CARDIFF 

l^riiuUc  residence 

Telephone:  Cardiff  36888  By  uppointmein 


RALPH  COX  ^  /  ^  /^  ^^/^ 


/  Telephone 


f^^rr/j/  22463 


Mechanical 
Equinoctial  Dial 

18th  Century 
by  SEWARD  of  Dublin 
Original  Fishskin  Case 
4i  inches 


unusuo/  feature  of  this  dial  is 
that  the  latitude  scale  arm  sockets 
through  the  centre  of  the  hinged 
equinoctial  ring,  and  incorporates 
a  minute  dial  with  pointer  activated 
by  a  tooth  wheel  on  the  underside 
of  the  equinoctial  ring. 
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Large  and  unusually  stylised  Chinese  pottery  Horse  with  traces  of  pigment  decoration. 
Height  22h  inches.  Length  21  inches,  T''ang  dynasty  ,  A.D.  618-906. 


Early  Jurniture 
Ch  incsc  and  European 


Works  of  An  ^drfill 


OF    MOUNT   STRFET  LTD 
LONDON 


s 


112  Mount  Street,  LONDON,  W 

Telephone:  Grosvenor  2858        Cables:  liARCRO,  I  ondon 


FIRST  PERIOD  WORCESTER  DISHES  OF  THE  LORD  HENRY  THYNNE  PATTERN 
c.  1770-1780  -  lU  inches  wide 


NEWMAN  &  NEWMAN  (AOTIqiies)  LTD. 


IN  ASSOCIATION  WITH 

H.  E.  BACKER  LTD. 


Telephones: 
KENsington  5272  &  3793 


Cables: 

PORCELIQUE  LONDON, S.W. 3 
ELMARTES  LONDON,  S.W.  3 


156 

BROMPTON  ROAD 
LONDON,  S.W. 3 


Silver  gilt  and  Ivory  Tankard 
Augsburg  c.  1670  by  H.  P.  Stenglin 

height  16  inches,  weight  loi  ounces 

H.  S.  WELLBY 

i6c  Grafton  Street,  W.  i 

Tel:  Hyde  Park  1597  Member  of  the  B.A.D.A.  Ltd. 

Antique  English  and  Continental  Silver     ■     Old  Sheffield  Plate 


GALERIE  INTERNATIONALE 
D'ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 


PARIS,  1" 

253,  RUE  SAINT-HONORE 
Tel:  Opera  32.29 

BRUXELLES,  V 

208,  AV.  F.  ROOSEVELT 
Tel:  72.09.79 

ZURICH,  1 

NUSCHELERSTRASSE  31 
Tel:  25  17  48 


Mathieu 

Guiette 

Compard 

Degottex 

Dangelo 

Corbero 

Viola 

A.  Pomodoro 
G.  Pomodoro 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  ANO  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


Part  of  an  important  set  of  four  single  and  two  elbow  Hepplewhite 
mahogany  shield  back  dining  chairs  of  unusual  design. 


44ls2  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 


xni 


of  The 

AnOqar  Deakn*  Assocxalioct  ltd 


BIGGS 

o/"  MAIDENHEAD 


ESTABLISHED  1866 

Open  all  day  on  Samrdays 


Very  fine  QuiniciMfaic  inmule 
table,  caned  and  gjUed  widi 
gilTifii  iimlilf  u>p. 

^fcig^—  2  ft.  9^  BD- 

Wiikfa  3  ft.  4|  io. 
Ckc|)di  I  ft.  9\  in. 


26. 28. 30. 32  HIGH  STREET 
MAIDENHEAD 

BERKSHIRE 

TEL  C3  LESES)  222.  '-^i-^^-i 


In  the  centre  of  the  Chy  of  London  midway 
between  The  Alansion  House  and  St.  Maiy  le 
Bow  Church  Bow  BeQs)  diexe  is  a  litde  old 
^hioned  business  which  has  been  in  existence 
over  half  a  century. 

The  Cwpotaiiop  of  London  have  a  notice  on 
the  waD  of  the  shop  whidi  stttes  'St.  Thamas  a 
Bedaet  was  bom  near  dns  spot*,  but  today  the 
beautiful  pieniisfs  arc  the  home  of  The 
Wosfaqjfiil  Company  of  Meroen  the  Preniier 
Livery  Guild  of  the  Qty. 

Tlie  little  bosiiiess  on  the  camer  a 


90  Che^pside  has  quite  a  nice  cpBection  of 
Fngtish  Antique  Sihrer,  and  ifyon  can  yon  nrij^ 
find  just  the  piece  you  had  in  mind  to  pnrcfaase. 

Should  it  not  be  convenient  to  call  if  you  send 
a  letter  to  KcUenion  &  FlnDqB  at  90  Che^Bide, 
E.C-2  Mating  your  wants  lugcihcr  with  the 
appngimate  amount  you  expect  to  pay  you  will 
a  conrteous  and  prompt  rq^. 


A.  FREDERICKS 

iCHELSEA.  LTD 

26^-267  Fulham  Road 
London  S^^'3 


Wish  to  Purchase 
Eighteenth  Centurv  English  Furniture 
Jor  the  Home  and  Export  Markets 


The  CaaaoBBCoir.  Imaarf,  196a 


XIY 


LEGGATT  BROTHERS 


ESTABLISHED  l82o 


partners: 

oscar  e.  johnson 
h,  f.  j.  leggatt 

a.  e.  francis 
p.  a.  b.  johnson 


Views  of  Venice 
Pair  of  Oil  Paintings  by  H.  PRITCHHTT 

Sii>nerl       \Canvas  size  i8     i       im  1ns 


30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  and  32^2  Cables:  Leggabros,  Piccy,  London 

XV 


The 

House  of  Perez 

Internationally 

Famous  for  Fine  Carpets 
• 

A  BEAUTIFUL  AND  EXCEPTIONALLY  FINE 
AUBUSSON  CARPET 
Size  9  ft.  3  in.  X  8  ft.  3  in.  Ref.  No.  49720 

Perez  (London)  Ltd. 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  441  i  (3  lines) 
Telegraphic  AdJress:  CARPEREZET,  London 

The  plain  Wilton  department  at  168  Brompton  Road  is  ex- 
panding rapidly.  This  is  due  to  our  attractive  ranges  of  special 
Aubusson  colours,  and  the  excellent  service  we  can  give. 

Also  BRISTOL  &  AMSTERDAM 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones:  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
U  P  H  O  L  S  T  E  R  Y 
C  U  R  T  A  I  N  S 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORA  TIONS 
H  E  A  TING 
VALUATIONS 


A  superb  George  II  walnut  Library  Chair 
on  finely  carved  cabriole  legs.  C.  1740. 
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CABLES 
ANTICS.  LONDON 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 

77  KENSINGTON  CHURCH  STREET  •  LONDON  •  W  •  8 


TELEPHONES: 
WESTERN  2461/9175 


Small  and  rare 
early  18th  Century 
Queen  Anne  walnut 
Bureau.  C.  1710. 
Width  26  in., 
depth  19  in. 


One  of  a  pair  of 
18th  Century 
Hepplewhite 
mahogany  Elbow 
Chairs.  C.  1770. 


Late 
18th  Century 
Sheraton 
satinwood 
'Cheveret' 
crossbanded  in 
tulipwood. 
C.  1790. 
Width  20  in., 
depth  16  in. 


Early  19th  Century 
pearwood 
Cock-fighting 
Chair,  having  small 
cabinet  at  back  for 
Cock  and  Betting 
slips,  etc.  C.  1810. 


Early  19th  Century 
Sheraton  kingwood 
Games  Table,  the 
reversible  slide 
revealing  a  well 
with  backgammon, 
draughts  and  chess 
sets.  C.  1810. 
Width  29i  in., 
depth  18  in. 


18th  Century 
Sheraton  satinwood 
Console  Table 
crossbanded  in 
kingwood.  C.  1790. 
Width  33|  in., 
depth  152  in-) 
height  32i  in. 


PROBABLY  THE  BEST  SELECTION  OF  MEDIUM  PRICED  18TH  CENTURY  ENGLISH  FURNITURE  IN  THE  COUNTRY 


South  Kensington 


LIMITED 

Members  of  Tlic  British  Antique  Dealers'  Associaion 


MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Kensington  8501 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 


A  pair  of  finely  modelled  bronze 
Cherubs  seated  on  golden  tasselled 
cushions  and  supporting  five 
branched  candelabra,  all  tooled  and 
in  the  original  gilding.  I8th  Century. 

From  the  main  Staircase  at  Halton 
Hail,  Buckinghamshire.  (Baron 
Rothschild.) 

[The  bases  are  temporary] 


PHILLIPS  &  RIXSON 

LIMITED 

31  Old  Brompton  Road 
London,  S.W.y 

Kensington  5858 

Members  of  The  British  Antique  Dealers'  Associatim 


A  superb  Regency  rosewood  and  gilt  shallow 
commode  with  statuary  marble  top. 

J  J  inches  wide,  9f  inches  deep, 
34^  inches  high. 


43  i 
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Caspar  NETSCHER  (1639-1634) 


Canvas  19  X  15I  inches 


YOUNG  GIRL  WITH  FRUIT 


NORBERT  FISCHMAN  GALLERY 

26  Old  Bond  Street,  London  W.  i 

Telephone:  Hvde  Park  ^744 

XIX 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


1751 

John  Priest 


1726 
Thos.  Bamford 


1728 
John  Jones 


1751 
John  Priest 


Promenade 


CHELTENHAM 


Telephone  2821 


EDWARD  H.  PINTO 


0^ 


WoodGn 
Bygones 
Smoking 
i  Snuf 
Taking 


whose 

unique 

collection 

at  Oxhey 

Woods  House 

attracts 

visitors 

from  all 

over  the  world 

50  plates,  30s. 
from  your  bookseller 


'Written  not  only  with  expert  knowledge  .  .  .  but  out  of  true  affection 
for  his  subject.'  Cabinet  Maker 

'He  writes  lightly  and  divertingly  .  .  .  many  of  the  items  illustrated 
combine  function  and  decoration  with  striking  aptness.' 

Times  Literary  Supplement 


This  is  the  first  issue  of  a  new 
and  up-to-date  annual  designed 
to  satisfy  the  growing  demand 
among  collectors,  dealers  and 
connoisseurs  for  an  illustrated  ref- 
erence work  covering  sales  of  art 
works  throughout  the  world. 

A  special  feature  is  the  188  illus- 
trations -  11  in  full  colour  -  which 
will  assist  identification  of  impor- 
tant items  which  have  passed 
through  the  world's  leading  sale- 
rooms. 

INTERNATIONAL 
ART  SALES  REVIEW 

Edited  by  George  Savage 

Contents 

Review  of  the  Art  Market 
Notable  Sales  and  Prices 

Realised 
Price  trends  in  the  Principal 

Categories 
mportant  Sale-room  Items 

Illustrated 
Trade  Directory 
ndex  and  List  of  Illustrations 

It  is  the  only  work  of  its  kind 
at  present  being  published 


STUDIO  BOOKS 


42s 
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.  40  NEW  BOND  STREET,  LONDON  W.l.  flA 

^  Height  8  ft.  4  hi.  Width  6  ft.  6  in.  Depth  16  in.  telephone  grosvenor  ia\\  (s  lines)  ^ 

®  ® 


@@®@®®®®®®®®®®®®®®®®@®®®.©®®®®®®®®®®® 


XXI 


As  Andre  Simon  writes  in  his  introduction^  this  anthology 
'will  be  enjoyed  by  all  who  appreciate  good  writing 
as  well  as  good  fare  and  good  wine'.  25s. 

FROM  ALL  GOOD  BOOKSELLERS  OR  FROM  BELGRAVE  LIBRARY,  22  ARMOURY  WAY,  LONDON  SWl8 
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BARTOLOMEO  PINELLI 


PASTORAL  GROUP 
Terracotta 
Height  12^  inches 
Signed  and  dated  1832 


Sculpture  and  Works  of  Art 


PEEL  &  HUMPHRIS  LTD 


37  NEW  BOND  STREET  LONDON  Wl 

MAYFAIR  6240 


Telephone : 
EASTBOURNE  7S0 

Cables: 
ANTIQUITY,  Eastbourne 


WORCESTER 

An  attractive  pair  of  small 
size  two-handled  Vases  and 
Covers,  painted  with  panels 
of  exotic  birds  on  both  sides 
on  a  mazarine  blue  ground. 

Square  marks. 

Height  7i  inches.  Circo  I76S 


Co/our 
transparencies 

on  request 


iniixth  MilUam^  (Antiques-) 


38  SOUTH  STREET,  EASTBOURNE,  SUSSEX 


♦■1 
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Boppard 
by 

LUDWIG  HERMANN,  1872 

Canvas:  12^  X  17^  inches  (32  X  45  cm. 
Framed:  18  X  23  inches  (46  X  59  cm.) 


The  Lazy  One 
by 

J.  O.  BANKS 

Canvas:  28  X  36  inches  (71  x  92  cm.) 
Framed:  34  X  42  inches  (86  X  107  cm.) 


The  Broken  Saucer 
by 

G.  MARTINEAU,  1894 

Canvas:  22^  X  17^  inches  (57  X  44  cm.) 
Framed:  29^  X  24^  inches  (75  x  62  cm.) 


nj  ltd 

sh  Antique  Dealers'  Association  Ltd 

ames's, 
et, 

NEWPIC,  PICCr,  LONDON 
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The  next  issue  of 

The  Connoisseur 

February  1962 

is  the  SPECIAL 
DANISH  number 

and  its 

Contents 

will  iuclnde 

eioht  articles  oti 

aspects  of  Danish  Art 

and  Art  Collections 

JENS  JUEL 

Master  Portrait  Painter 

ELLE  POULSEX 

Drawings  by 
BERTOL  THORVALDSON 

DYVEKE  HELSTED 

ROYAL  DANISH  PORCELAIN  in  the 
C.  L.  David  Collection 

BREDO  L.  GRANDJEAN" 

The  indigenousness  of  OLD  DANISH 
SILVER 

ERIK  LASSEN 

THORVALD  BINDESBOLL 
A  forerunner  of  abstract  art 

MERETE  BODELSEN 

Chinese  Porcelain  in  DANISH 
COLLECTIONS 

KIRSTEN  JACOBSEN 

DANISH  TRADITION  in 
FURNITURE  MAKING 

GERTRUD  K0BKE  SUTTON 

Carl  Jacobsen's  Charter 
THE  NEW  CARLSBERG 
FOUNDATION 

Also 

Royal  Academy  Winter  Exhibition 
An  Exhibition  of  Art  at  Christie's 


□ 
□ 
□ 


□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 

□ 
□ 
□ 


□ 
□ 
□ 

□ 

□ 
□ 
□ 
□ 
□ 
□ 
□ 


□ 
□ 

□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 

□□□□□□□□□□□□□□□□□□□□□□□ 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Associat'on) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET.  LONDON.  W. 


Wei  beck  8934 


Galerie  P.  Blendinger 

TEL.  f091 )  2841  5 

Agno  (Tessin) 

PAUL  GAUGUIN,  paysage  de  Tahiti,  et  paysage  de  Bretagne; 
FRANCESCO  GUARDI,  nature  morte,  et  les  tableaux  de  I'ecole 
de  Paris  contemporaine. 


4S  ^^ovef^  -S^tee/.  .^^/u/o/i 


Hyde  Park  47 1  i 


C.  &  D.  O'DONOGHVE 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

FINE   STOCK   OF  ENGLISH  CHINA 
IS   Victoria   Parade,   TORQUAY.  Devon 

Telephone:  3367 


P.  H.  GILLIXGHA^I 

M  B  A  D  A.  Ltd. 
AlUiques  atid  "Works  of  Art 

LARGEST  STOCK  IN  THE  SOLTH  OF  ENOLAVD 

Speciality :  Old  ILiiglish  Cottage  Furnishing 


8  CHERTSEY  STREET 
GUILDFORD 

Telephone:  5' 50 


LYNDHURST"  LONDON  ROAD 
GLTLDFORD 

Telephone :  61952 


HIGHEST     PRICES     PAID  FOR 

COINS    AND  MEDALS 

esF>ecially  for  collections 
Catalogue  of  English  Coins,  9/3.  Bulletin  1/- 

B.  A.  SEABY  LTD.,  65  Great  Portland  Street,  London,  W.  I 


Robert  de  Fresnes 


ANTIQUES  and  OBJETS  D  ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 


CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

AYRSHIRE  Galston 


EXPORTERS 

Trade  enquiries  invited 
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W.  WADDINGHAM 

Member  of  The  B.A.D.A.  Ltd 

99  Mount  Street,  London,  W.l 

Telephone:  Grosvenor  2411 
and  at 

10  Royal  Parade,  Harrogate 

Telephone:  5797 
Established  over  40  years 


A  rare  Chippendale  carved  mahogany 
Bureau  with  shaped  interior,  in  original 
condition  with  fine  patina. 

Length  40  inches,  height  43^  inches, 
depth  25  inches. 


r 


Head  office: 


Established  i8ij 


91-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 

also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Customhrokers        -        Travel  Agents 


DAVID  BLACK  &  SOIVIS 

1  BIJRIillVGTOW  GARDEIVI^ 
^EW    BOIVD     I^TREET,  W.l 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash   any  of  the  aforementioned 
Works  of  Art.  ^ 

We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,    Bronze,    viz.    Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
"DAVIBLACK,  LONDON  W.l' 


Telephone: 
HYDE  PARK  3851 


and 


MR.  BERNARD  BLACK 
1062  MADISON  AVENUE,  NEW  YORK  21 
Telephone:  TRAFALGAR  9-2171 
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LTD. 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 


A  SPRAY  OF  WILD  ROSES 

Composed  of  fine  diamonds  and  green  garnets  mounted 
in  gold  and  silver.  French,  early  if)lh  Century. 

Natural  size. 

Member  of  The  Rritisli  Antique  Dealers*  As.torintinn  iJd. 
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APERGIS 


APERGIS 
BAKIC 
BOSWELL 
CROZIER 
FIDLER 
FOUJINO 
GILBERT 
HOLDEN 
LACASSE 
NALECZ 
PERNEVI 
PILLET 
PORTWAY 
RODILLON 
TATE 
TAMIR 
WEICHBERGER 
ZACK 


drian  galleries 

5-7  porchester  place  marble  arch  london  w2 


Grisaille  in  style  of  Jacob  de  Wit  :  c.  1740. 
8  feet  high,  6  feet  2  inches  wide 


David  Drey 

344  Kings  Road  Chelsea  London  SW3 

FLAxman  4283 


FURNITURE  SCULPTURE  WORKS  OF  ART 


The  Connoisseur 


IS  now 


published 


mon 


thly 


Price  10/- 


SUBSCRIPTION  RATES  IN  BRITAIN 
£^6  15s  a  year  including  postage 

IN  U.S.A. 

$16.00  for  12  issues 
$30.00  for  24  issues 

The  12  issues  include  the  Antique  Dealers'  Fair  Number 
Main  Subscription  Agents 

The  Belgrave  Library,  22  Armoury  Way,  London,  SWii 
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ANTIQUE  IRISH  SILVER 


Pair  of  Antique  Silver  Candlesticks,  George  I,  by  Henry  Daniell. 
Dublin  1717-18.  Height  6  inches,  weight  18  ounces. 


Antique  Silver  Chocolate  Pot,  George  II,  by  Ralph 
Woodhouse.  Dublin,  circa  1736-7.  Movable  finial. 
Height  10  inches,  weight  35  ounces. 


from  the  Collection  of  We  are  interested  in  purchasing  fine  early  Silver 


LOUIS  WINE  Ed 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 
Tel:  Dublin  73865 


SPECIALIST  IN  FINE  BOOKCASES 


A  magnificent  mahogany  Chippendale  breakfront  Bookcase  of  a  fine  honey  colour. 
Original  handles.  9  feet  wide. 

R.  F.  LOCK  I 

Member  of  The  British  Antique  Dealers'  Association  Ltd.  I 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone:  Kensington  3221 

i 

Other  Bookcases  in  stock  of  varying  sizes  —  5  ft.  6  in.,  6  ft.,  6  ft.  3  in.,  7  ft.  6  in.,  8  ft.,  8  ft.  3  in.,  and  9  ft.,  in  width  '] 


BY  APPOINTMENT 
FIREPLACE  FURNISHERS 
TO  THE  LATE 
KING   GEORGE  V 


Telephone:  KENsington  0783 


Cables:  Prattique,  London 


FOR  ANTIQUE 
FIREPLACES    AND  FURNITURE 


C.  J.  PRATT 


of 


Brompton  Road 


ESTABLISHED  1860 


186  BROMPTON  ROAD,  LONDON,  S.W.3 
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Who  are  t o day  s patrons? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financ;ial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

THE  FINANCIAL  TIMES  cdteis  for  all  wfio  are  interested  in  the  world  of 
art.  Denys  Sutton^  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY   HENSCHEL,   ADVERTISEMENT   DIRECTOR,   BRACKEN  HOUSE,    10  CANNON   STREET,  LONDON,  EC4 
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C.  WOOLLETT  &  SON 


(Members  of  The  B.  A.U.A.  Ltd.) 


.Superb  antique  First  Period  WORCESTER 
yellow  ground  oval  Basket  tvith  floral  decoration. 

/Oi  inches  uide.  In  perfect  origijial  condition. 


59  61  WIGMORE  STREET.  LONDON,  W.I 

Established  1889  Phone:  Welbeck  8664 


BLOOM  &  SON 


LTD 


15  Norton  Folgate  Bishopsgate 

London  TELEPHONE:  BISHOPSGATE  1587 


DEALERS  IN  FINE  ANTIQUE  ENGLISH  SILVER 
LARGE  AND  VARIED  SELECTION  ALV/AYS  AVAILABLE 
ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


CHARLES  II 

fine  contemporary  gilt  tankard 

1683  maker's  mark  MK  between  cinquefoils 
(  Jackson's  p.l41 ) 

height  6i  inches,  weight  34^  ounces 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economfcally. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the    world.    Storage  facilities  at 
London,   Liverpool,    Glasgow  and 
Paris. 


LAMPS  &  SHADES 

by 

NITA  MILLER 

63a  Grosvenor  Street 
London  W.I 

MAYFAIR  0951 
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Pair  of  Louis  XV  Ormolu  6-light  Candelabra 
(after  Slodtz?),  21^  inches  high 

An  example  from  our  collection  of  Decorative  Bronzes 


PORCELAIN  ■  SILVER  ■  GLASS 
ORMOLU     •     SMALL  FURNITURE 

BROCKINGTON  HOUSE 

21  Hafod  Road,  HEREFORD 

Tel.  4984 

TRADE,  OVERSEAS  ENQUIRIES  AND 
COLLECTORS  PARTICULARLY  WELCOMED 

Photographs  sent  against  specific  enquiries 

ALL  VISITORS  BY  APPOINTMENT  PLEASE 


DENYS  WREY 

LIMITED 

45  SLOANE  STREET 
LONDON  S.W.I 

Telephone:  BELgravia  1813/14 
Members  of  The  British  Antique  Dealers  Association 

Period  Furniture 
Works  of  Art 
Expert  Restoration  of  Antiques 


A  single  Hepplewhite  open  armchair, 
decorated  in  ivory  and  gilt  in  the 
Louis  XV  style,  Circa  1775. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE  ENGLISH  ANTIQUE  FURNITURE 
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Vase  (k  Fleurs,  Oil  painting  by  ODILON  REDON  (c.  1906) 
Canvas  size  252  x  19|  inches 

THE  LEFEVRE  GALLERY 

30   BRUTON  STREET        LONDON  W.I 

Telephone:  Mayfair  2250  Cables:  Drawings,  London,  W.I 
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DUVEEN 

Masterpieces  of 

PAINTING      SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       •       RENAISSANCE       •       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


MANN  &  FLEMING  (ANTIQUES)  LTD. 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 


ANTIQUES 


DECORATIONS 


Georgian  gilt  wood  Side  table 
5  ft.  4  in.  X  I  ft.  9|  in. 


120B  MOUNT  STREET,  LONDON,  W.l 


GROsvenor  2770 
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STADTWALDGURTEL  32 
COLOGNE 

(Illustrated  catalogue  free  on  request) 
M.  G.  Barbiers-Snabille  (1776-1838) 


HENRY  SPENCER 

^^^^  S  SONS  ^^^^ 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  .M.  Seymour.    W.  E.  Peck  F.A.I.    Harry  C.  P.  Spencer,  A. .A. I. 

of  RETFORD,  Nottinghamshire 


Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone  53  r--2 

4  Paradise  Street,  SHEFFIELD  i 

Telephone  25206-7 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone  3  347-8 


VALUATIONS  FOR  ALL  PURPOSES 


#lb  CngUs;!)  Jfurniture 


A  Slwniloii  iiihiitl  nuiliOjiaiiY  luvr  frciucd  sidchoind. 
03  inches;  circa  1700. 


J.  &  W.  TWEED 

408-410  LEEDS  ROAD 
Tel.  23223  BRADFORD  3  Est.  1903 

{Members  of  Tlie  /inri.t/i  AiUitjue  Dealers'  Association  Ltd.) 
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PARKE-BERNET 

GALLERIES  •  Inc 

NE\^'  YORK 

Public  Aiicrioii  Salc< 


Atiin  -jjie  tv»mmouc  surround  which 

broui:  .  >    .  .^j  in  the  Whitm>ir>       .  -  a  world  record 
prke  for  a  piece  of  English  ftiminuv 

The  finest  fiieiliries  a\-ailable  for  exhibiting  and 
selhng  Antiques,  Works  of  Art  and  Literar\- 
Prop>err\-:  \\Tite  for  information  regarding 
terms  and  conditions  for  seUing  in  the  world's 
richest  market 

CATALOGUES  BY  THE  SEASON 
ART  SERIES  -  R>reign  $21  -  U-S.A.  $iS 
BOOK  AND  PRINT  SERIES  -  Foreign  $8 
U.S.A.  $6.  Aianmml  AMtiMul 

Request  oar  montfaK-  BnlktiH  (gratis)  to  be  advised  about 
current  and  fortfacoming  sales 


LESLIE  A.  HYAM.  Prt:sidait 
LOUIS  J.  MARION.  E\Yrunix  Ha^PnsHeiH 
MARY  YANDEGRIFT,    ANTHONY  N.  BADE 

ROBERT  F.  METZDORF,  Ass\  Vke-PKsidtul 
MAX  BARTHOLET,  S^T^ary  &  Tmcaovr 


PARKE-BERNET  GALLERIES   •  Inc 
cWm?  Ave.,  New  York  21 


=  *.INTED 
352 

CIRCUS 
CURTAJN 


Les  Trapezistes 

25^     i&l  incnes 


MARC  CHAGALL 

From  G2  s-  s  "-'isg-'  -ins 
Gaie-ie  ZaK.  Paris 
Perls  Galleries.  N.Y. 


HAMMER  GALLERIES  Inc. 

SI  East  57th  Street,  New  York  21,  N.Y. 


pivrre  maiissp  gal  lor  mi 

St'  n  tilt  i  ve  of 

Httlth  us 

l#  4t  r  1  V  e  r 

iS  i  V  ('  r  u 

M  i  r  0 

L  e  ('  0  r  If  II  .s  1  *'  r 

ti  i  0  it  t'  1 1  v 

S  (1  u  r  a 

n  i  1 1  a  r  e  s 

ii  u  1 1  r  r 

U  (1  r  i  II  i 

i  a  r  0  tn  r  1 1  i 

Hosztt  h 

41  East  57th  Street,  X 

eu  York  22.  V.  i  . 
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French  XVIII  century  Regence  black  lacquer  secretaire  d  abattant  attributed  to  Charles  Cressent,  M.  E.  (1685-1768) 


he  salons  of  French  &  Company  house  one  of  the  world's  largest  and  finest  collections  of  antique  furniture  and 
ire  objets  d'art;  few  museum  displays  are  more  varied  or  distinguished.  Whether  you  seek  an  elaborately 
irved  rococo  console,  a  serene  Kuan  Yin,  a  Ciothic,  XVIII  century  or  contemporary  Aubusson  tapestry,  you 
m  end  your  quest  without 


)mpromise  at  French  &  Com- 

my.  Consider  this  an  invita-   

on  to  visit  with  us  soon.  MADISON  AVENUK  AT  T6TH  STRKET,  IVKW  VORK 


FRENCH  &  COMPANY  inc. 


Wakefield -Scearce  Galleries 


Old  Science  Hill  Chapel,  Shelbyville,  Kentuckv 
on  the  main  road  (L'.S.  60)  beliveen  Louisville  and  Lexington 

Telephone:  {Area  Code  502)  ME.  3-4382 


A  superb  old  Sheffield  urn  with  strap 
legs,  alcohol  lamp  on  the  shaped  base. 
In  mint  condition.  England,  circa  1790. 
Height  IT  inches,  width  10. |  inches. 
Price  S.585  (including  tax). 


Write  for  particulars  on 
models  available  of  the 
famous 

Porcelain'  Doughtt  Birds 
—  rree  color  brochure  — 


Write  for  information  on 
authentic  hand-made 
SiLVEB  Ji  LEP  Cups 
fry  early  Kentucky  makers 
and  others 


cJiehL 


'phen  ZJypeclor 


-mi*'' 


Bartnoiomeus  SPRANGER  (1546  1  6".  1; 

Holy  Family    (lOH     Trf  inches) 
Pen  and  ink  heightened  with  red  chalk 
Model  for  an  engraving  by  Goltzius 


150  East  61st  Street 

By  appointment 


New  York  22,  N.Y. 

PLaza  2-5164 


SMITH  &  WATSON 

20  E.-\ST  55TH  ST.,  NEW  YORK  22  •  PL.\ZA  3-1462 

(Ellouise  Abbott,  503  Hathaway,  Houston  6,  Texas) 


Painted  Sheraton  headboard  m  the 

style  of  Angelica  Kauffmann. 
Available  in  all  sizes  and  colours. 

BROCHURE    O.V  REQUEST 
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NEWHOUSE  GALLERIES 

^        ESTABLISHED  1878 


Marie,  the  Magdalem  of  Austria  with  her  son,  later  Ferdinand  II 

by 

jl  STUS  SUSTERiNLANS 
1597-1681 
Si/.c  58?  X  47-;  inches 


FINE  PAINTINGS 


15  East  57th  Street 


PLAZA  5-4980 


New  York,  N.Y, 


Uronzc  (Iroup.  I'adua,  ca.  1530.  cv  coU.  voii 
K.uiI'm.iii,  Berlin;  Baron  Kohncr,  Budapest. 
Height  9}  inches. 


One  of  four  Ivory  Figures  of 
Beggars,  after  Callot,  French, 
IV/.  1700.  Height  >  '  iiKiics. 


Deep  Dish,  Polychromed  in  blue,  sage  green, 
turquoise.  Turkish  (Isnik).  ca.  1540-45.  ex  coll. 
E.  Aynard,  Paris.  Diameter  15  inches. 


WORKS   OF  ART 


INC. 


EDWARD  R.  LUBIN  nEa. 


64th  Street,  NEW  YORK  21,  N.Y. 


University  1-3649 


Cables:  ARTWORKS 


Maiohca  Tazza,  Lustred,  Gubbio,  signed  and 
dated:  Maestro  Giorgio,  1536.  ex  coll.  Comtcssc 
Sala;  Spitzcr.  Paris.  Diameter  S.j  inches.  


Glass  Goblet,  'Discovery  of  America, 
Hochschnitt,  Petcrsdorf,  ca.  1700. 
cx  coll.  Kucster. 


Choir   Stall   Prophet,   by  Heinrich 
Yselin,  wood,  Bodensce.  ca.  1500-10. 
 Height  II.'  inches.  


SHERATON 
BREAKFRONT 

A  teautiful  Skeraton 
treakfront  in  faded  maliogany 
witk  satinwood  inlays. 


Q3  inches  wide,  Ql  inclies  tall, 
and  IQ  1/2  incites  Jeep 


B.  Manneim  Galleries 


409  ROYAL  STREET 
NEW  ORLEANS  12,  LA. 
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The  Feast  of  the  Gods 

SEBASTIAN  BOURDON 
1616-1671 

Canvas  40  x  55  inches 


CENTRAL  PICTURE  GALLERIES 

OSCAR  KLEIN 


624  MADISON  AVENUE,  NEW  YORK  22 


ELDORADO  5-6564 


THE 

BRITISH  ANTIQUE  DEALERS  ASSOCIATION 

Wish  to  announce 
The 

INTERNATIONAL 
ART  TREASURES  EXHIBITION 

at  the 

VICTORIA  &  ALBERT  MUSEUM 

2nd  March  to  29th  April 
1962 


The  Exhibition  which  is  being  presented  under  the 
auspices  of  C.I.N.O.A.,  the  International  Confederation 
of  Art  Dealers,  will  be  organised  and  arranged  by 
The  British  Antique  Dealers  Association. 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  0, 
dealing  with  members.  A  booklet  price  s/-  post  free  ($1  in  the 
U.S.A.),  giving  the  names  and  addresses  of  over  five  hundred  estab- 
lished dealers  in  antiques  and  works  of  art  who  are  members  of  the 
Association  will  be  forwarded  on  application  to  the  Secretary  at 

The  British  Antique  Dealers*  Association  Ltd 

20  RUTLAND  GATE,  LONDON,  S.W.y 

Telephone:  Kensington  4128  &  2102 


THE  SIGN  OF  MEMBERSHIP 
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I\ir  of  early 
i8th  century 
walnut  side  chairs 
with  original 
needlework 
covering. 
Circa  1710. 


Stair  &  Company 

59  EAST  57th  STREET,  NEW  YORK  22    •    EL.  5-7620-1 

Member  of  New  York  Antique  and  Art  Dealers  Association 


Old  Eii{>lisli  Furniture 
Porcelain  and  Paintings 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.I 


NEW  YORK 

14  East  ^7th  Street 
N.Y.22 


PARIS 

8^  his  rue  du  Faubourg 
St.  Honore 
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TRIBUTE  TO  THE  BRITISH  ANTIQUE  DEALER  —  25 


This  II4  inch  high  pair  of  fine  Derby  vases  and  covers,  in  pea  green  and  gold,  with  modelled  flowers  by  Stephan 
and  cupids  in  clouds  in  rose  pink  camaieu  painted  by  Richard  Askew,  of  date  circa  1770,  has  been  acquired 
by  the  Derby  Museum  and  Art  Gallery  from  Mr.  E.  D.  Levine,  the  Cromer  Antique  Gallery,  Norfolk. 


Each  month  'The  Cotnioissetir'  ilhislraies  an  imporlaiit  work  oj  an  which  a  British  antique 
dcakr  has  sold  or  loaned  to  a  museum  or  pnblic  institution  cither  at  home  or  abroad. 


Wightwick  Manor- a  William 
Morris  Period-Piece 


R.  Glynn  Grylls  (Lady  Mander) 


TH  E  building  of  Wightwick  Manor,  near  Wolverhampton, 
in  half-timber  on  a  base  of  local  sandstone  with  red  brick 
(architect  Edward  Ould),  was  begun  by  Theodore  Mander  in 
1887  on  ground  belonging  to  the  Manor  House  originally  owned 
by  the  Wightwick  family.  This  Early  Tudor  structure  still  stands 
as  a  lodge  at  the  gates. 

The  main  interest  of  the  house  is  in  its  contents  and  decoration. 
Theodore  Mander,  an  enlightened  and  public-spirited  manu- 
facturer, was  aesthetically  advanced  enough  in  his  day  to  order 
his  furnishings  and  wall-coverings  from  the  firm  of  Morris  and 
Company  and  to  use  his  own  taste  and  discretion  in  buying 
antique  furniture,  oriental  objets  d'art  and  Persian  rugs.  Although 
these  conform  to  the  Morris  code  that  anything  made  by  good 
craftsmen  of  whatever  place  or  time  is  acceptable,  we  shall  have 
to  omit  consideration  of  them  here  in  order  to  concentrate  on 
contemporary  work  mainly  by  Morris  and  his  associates  and 
pictures  by  the  Pre-Raphaelite  group.  The  point  to  be  made  is 
the  reaction  they  represent  against  Victorian  knick-knackery  and 
the  mass-productions  of  the  machine. 

The  idea  of  preserving  the  house  as  a  period-piece  was  first  put 
forward  by  Professor  W.  G.  Constable  on  a  visit  in  1935.  Sub- 
sequently the  National  Trust  accepted  it  from  Sir  Geoffrey 
Mander  in  1937;  although  until  then  they  had  never  accepted  so 
modern  a  property.  With  the  co-operation  of  the  Trust,  it  has 
been  our  policy,  as  the  present  occupiers,  to  add  articles  illustra- 
tive of  the  period,  whether  by  purchase  or  on  loan.  We  are 
privileged  to  house  pictures  from  the  family  collection  of 
William  Michael  Rossetti  (by  kind  permission  of  Mrs.  Rossetti 
Angeli  and  her  daughter,  Mrs.  Dennis)  which  include  drawings 
by  Rossetti  and  Madox  Brown  and  two  of  the  rare  watercolours 
by  Elizabeth  Siddal,  afterwards  Rossetti's  wife.  Recently  portraits 
by  Holman  Hunt  have  been  kindly  lent  by  Mrs.  Ehzabeth  Burt. 

The  tone  of  the  period — the  Morris  influence — is  set  by  the 
Drawing  Room  into  which  visitors  are  first  shown  after  signing- 
in  at  the  table  in  the  Entrance  Hall.  The  walls  are  covered  with 
Morris'  silk-and-wool  tapestry.  The  Dove  and  Rose;  the  Italian 
chimneypiece  has  a  surround  of  de  Morgan  tiles;  and  on  the 
walnut  panelling  above  is  carved  a  motto  from  Ruskin's  Modern 
Painters.  Hanging  in  the  window  alcove  opposite  is  one  of  a  pair 
of  brass  and  copper  candelabra  designed  by  W.  A.  S.  Benson  for 
the  Holman  Hunts,  and  over  the  piano  is  a  composite  Pre- 


Raphaelite  portrait  started  by  Rossetti  and  finished  by  Madox 
Brown,  with  Mrs.  Morris  as  the  model  but  with  the  red  hair  of 
Ehzabeth  Siddal. 

Other  pictures  by  contemporary  painters  are  a  coloured  chalk 
portrait  of 'Effie'  Gray  (Lady  Millais)  by  G.  F.  Watts;  a  chalk  and 
wash  Alpine  scene  by  Ruskin;  a  small  oil  on  wood,  Mother  and 
Child  by  Madox  Brown  from  his  earliest  period;  and  (W.  M. 
Rossetti  Collection)  portraits  of  Maria  and  Christina  Rossetti  by 
James  Collinson,  one  of  the  original  seven  members  of  the  Pre- 
Raphaelite  Brotherhood  whose  work  is  seldom  to  be  seen. 

In  the  windows  are  lights  of  stained  glass  (mainly  painted,  in 
fact)  by  Charles  Kempe  (1837-1907),  representing  some  of  his 
best  early  work.  Although  his  only  link  with  the  Pre-Raphaelitcs 
appears  to  be  that,  like  Burne-Jones,  he  was  given  his  first  com- 
mission by  Bodley,  his  work  is  also  in  reaction  against  current 
trends  and  must  be  given  its  due  prominence  here.  The  glass  in 
this  room  came  from  his  own  house  (Old  Place,  Lindfield),  but 
elsewhere  in  the  Entrance  Hall  and  the  Great  Parlour  are  lights 
which  he  expressly  designed  for  Wightwick  Manor,  in  the  build- 
ing of  which  he  took  a  personal  interest.  He  often  stayed  with 
Theodore  Mander,  bringing  with  him  the  Elizabethan  costume 
into  which  he  liked  to  change  for  dinner. 

Background  designs  for  stained  glass  made  by  Morris  himself 
at  the  works  of  his  friend.  Sir  Thomas  Wardle,  at  Leek,  North 
Staffordshire,  have  been  set  in  the  windows  of  the  Billiard  Room, 
and  specimens  of  his  wallpapers  (and  those  of  J.  H.  Dearie  and 
Miss  Faulkner)  are  exhibited  on  the  now  disused  table.  In  the 
Library  are  lights  of  Milton  (by  Burne-Jones)  and  of  Horace  (by 
Madox  Brown)  made  for  the  Morris  firm.  In  the  Billiard  Room 
and  the  Dining  Room  the  plaster  ceilings  and  friezes  were 
designed  by  L.  A.  Shuffrey,  a  neglected  artist-craftsman  whose 
multifarious  activity  in  wallpaper,  tiles,  chintzes  is  transitional 
between  Morris  and  Art  Nouveau.  More  delicate  than  the  one, 
more  robust  than  the  other,  his  work  should  be  better  recognised 
but,  as  it  is,  he  is  known  now  only  by  his  standard  book  The 
Enghsh  Fireplace  and  its  Accessories.  A  large  Morris  carpet  covers 
part  of  the  Dining  Room  floor  and  on  the  walls  are  pictures  from 
the  Rossetti  Collection. 

On  the  Visitors'  staircase  can  be  seen  the  original  Morris 
Willow  hough  paper  (printed  on  a  pale  green,  not  white, 
background)  and  the  banisters  are  painted  in  the  orthodox  green, 


ve).  The  Drawing  Room.  (Below).  The  Great  Parlour. 
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WIGHTWICK  MANOR  — A  WILLIAM   MORRIS  PERIOD-PIECE 


William  Morris'  earliest  wallpaper,  the 


Daisy :  several  colours  on  a  pale  green  ground  with  darker  fleck. 


2.  An  example  of  the  artistic  eclecticism  that  Morris  approved  is  provided  by  this  Drawing  Room 
chimneypicce  with  its  Italian  Renaissance  (Pompeian  style)  lintel  and  the  green  de  Morgan  tiles  in 
the  surround.  Above  stand  two  K'ang  Hsi  period  Chinese  vases  and  behind  them  are  panels  carved 
when  the  house  was  built.  At  left  is  a  small  de  Morgan  vase  in  blue.  The  border  of  a  rose-coloured 
Caradjah  rug  can  be  seen  in  the  foreground. 


WIGHT  WICK 
MANOR— 

A  WILLIAM  MORRIS 
PERIOD-PIECE 


3  (left) .  One  of  six  lights  designed  by 
Kempe  for  a  window  in  the  Entrance  Hall. 


4  (right).  Detail  of  plaster  ceiling  and 
frieze  in  the  Dining  Room,  designed  by 
L.  A.  Shuffrey.  Below  is  Morris'  wallpaper 
Wild  Lily,  in  a  light  terracotta 
monochrome. 


mocked  in  Patience  as  'greenery-yallery'.  Off  the  landing,  a  bed- 
room facing  north  has  its  walls  covered  with  the  Honeysuckle 
chintz;  unfadcd  since  it  was  first  put  up  in  1887.  A  set  of  Sussex 
chairs  in  this  room,  not  designed  by  Morris  but  approved  by  him, 
was  acquired  from  the  estate  of  the  late  Violet  Hunt.  The 
Honeysuckle  Room  houses  a  Pre-Raphaelite  curiosity — the 
folding-bed  in  which  Swinburne  slept  during  the  last  thirty 
years  of  his  life;  at  No.  2,  The  Pines,  Putney,  when  he  was  under 
the  care  of  Theodore  Watts-Dunton.  The  panels  are  by  Trcffry 
Dunn,  Rossetti's  assistant,  after  some  of  his  pictures. 

In  another  bedroom  off  the  'Minstrel's  Gallery',  stands  the  oak 
bed,  with  its  original  hangings,  in  which  Charles  II  slept  on  the 
nights  of  September  8th  and  9th  1651  at  Moseley  Old  Hall,  near 
Wolverhampton,  after  his  escape  from  the  battle  of  Worcester. 
There  are  also  pieces  of  Caroline  furniture  and,  to  balance  the 
Royahst  interest,  a  death-mask  of  Cromwell  and  a  portrait  of 
Sir  Thomas  Pengelly  (lent  by  S.  H.  Grylls,  Esq.)  who  befriended 
Richard  Cromwell  on  his  return  from  exile. 


Along  another  corridor  there  hangs  an  extensive  piece  of  em- 
broidery worked  by  the  Royal  School  of  Needlework  from 
Burne-Jones'  picture,  The  Mill,  and  presented  by  the  School.  In 
1908  it  won  the  French  Grand  Prix  for  Embroidery  and  for  Fixed 
Decoration  in  Houses. 

However,  the  centrepiece  of  Wightwick  Manor  is  the  Great 
Parlour.  Forty-three  feet  by  twenty-three,  it  runs  the  full  height 
of  two  stories  with  a  panel  and  ribbed  open-timber  roof  A 
gallery  at  one  end  serves  as  a  passage  connecting  two  bedrooms. 
It  is  a  monument  of  Victorian  Domestic  Gothic,  planned  in  what 
Morris  chose  to  consider:  'the  rational  ancient  way  which  was 
used  from  the  time  of  Homer  to  past  the  time  of  Chaucer;  a  big 
hall,  to  wit,  with  a  few  chambers  tacked  on  to  it  for  sleeping  or 
sulking  in'.  But  a  Viaorian  architect  saw  to  it  that  mediaeval 
simplicity  gave  way  to  Conspicuous  Inconvenience  in  providing 
steps  up  to  a  kitchen  approached  along  a  dark  corridor  instead  of 
a  buttery  across  the  way. 

Kempe  was  responsible  for  its  decoration.  It  had  been  intended 
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5  (above).  Swinburne's  bed  from  No.  2,  The  Pines,  Putney,  with  panels  painted  by  Treffry  Dunr 
The  walls  are  covered  in  Morris'  Honeysuckle  (1876)  chintz  on  a  peacock-blue  background. 

I 

6  (facing,  above).  A  panel  of  the  coloured  frieze  modelled  by  Kempe  for  the  Great  Parlour.  j 
The  animals  are  based  on  those  in  mediaeval  Bestiaries.  Below  is  Morris'  Diagonal  Trail. 

7  (facing,  below).  The  chimney  recess  in  the  Great  Parlour.  Sofas  and  chairs  are  covered  in  Mori 
materials  and  editions  of  Kelmscott  Press  books  lie  on  the  table.  The  portraits  are  by  Holman 
Hunt,  and  the  motto  is  in  Norman  French:  A:DIEU:FOY:  (1893)  AULX:AMYS :FOYER. 
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Sleep  tkt  t  f^lwp  ■! 

nMm  of  hurt  mind. 


WIGHTWICK    MANOR  — 
A  WILLIAM  MORRIS 
PERIOD-PIECE 


8  (left).  Settle  designed  by  Bodley  and  decorated  by 
Kempe  when  working  together  at  Light  Oaks,  near 
Manchester.  Acquired  from  Stoketon,  Cornwall,  in  1959. 

9  (facing).  The  oak  bed,  with  original  hangings  in  bright 
yellow  linsey-woolsey,  in  which  Charles  II  slept 
(acquired  from  Moseley  Old  Hall,  near  Wolverhampton, 
in  1905),  and  a  Morris  carpet. 

10  (below).  Crayon  portrait  by  Ford  Madox  Brown  (1885) 
of  his  grand-daughter,  Mary  Rossetti. 
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to  leave  the  woodwork,  brown  on  white  walls  but  Kempe 
insisted  on  the  traditional  mediaeval  colouring.  In  addition  he 
designed  the  hreplace  and  a  coloured  plaster  frieze  of  panels 
telling  the  story  of  'Orpheus  and  his  Lyre',  to  run  all  round  at 
'clerestory'  level.  Below  it  the  walls  are  covered  with  Morris' 
last  design,  the  Dia^otial  Trail  on  a  serge  of  predominantly  dark 
blue:  he  was  always  experimenting  with  indigo  in  dyeing.  The 
electric  light  brackets  were  designed  by  George  Jack  for  the 
Morris  firm  and  a  panel  of  his  embroidery  also  covers  a  cushion. 

In  the  fireplace  recess  hang  coloured  chalk  portraits  by  Holman 
Hunt  of  his  wife,  Edith  Waugh,  and  their  daughter  Gladys. 
Facing,  and  on  either  side  of  the  window,  are  two  small  water- 
colours  by  Elizabeth  Siddal,  some  early  Millais  sketches  and  a 
bronze  medallion  by  Thomas  Woolner  of  his  wife  (another  Miss 
Waugh).  On  open  shelves  round  the  room  and  behind  hand- 
made grilles  stand  blue  and  white  Naiikin  plates  introduced  into 
fashion  by  Rossetti,  who  competed  with  Whistler  in  the  search 
for  original  samples  when  they  were  neighbours  in  Cheyne 


Walk  in  the  late  i86o's.  A  large  sofa  is  covered  in  Morris'  Birds 
in  blue  woollen  material  and  a  winged  chair  has  a  cretomie  of 
his  original  Strawberry  Thief  whose  vivid  colourings  have 
eluded  present-day  attempts  at  reproduction. 

Under  the  gallery  hangs  an  oil  painting  (3  ft.  i  in.  x  5  ft.  3  in.) 
by  Burne-Jones,  Love  amoiiq_  the  Ruins.  This  was  brought  to 
Wightwick  by  the  National  Trust  from  Upton  House,  Warwick- 
shire, another  of  their  properties.  And  at  the  opposite  end  above 
the  opening  (there  is,  mediaevally,  no  door)  hangs  a  large  framed 
embroidery.  On  dark  green  patterned  silk,  it  was  worked  to 
Morris's  design  by  Mrs.  Battye  and  presented  by  her  daughters  at 
the  suggestion  of  that  much-mourned  Morris  expert,  the  late 
Peter  Floud  of  the  Victoria  and  Albert  Museum.  An  oak  refec- 
tory table  stands  in  the  centre  on  an  exceptionally  long,  dark  red 
Bakshaesh  rug  and  at  the  sides  of  the  room  gate-legged  tables 
bear  Chinese  vases  or  bowls.  Around  them,  in  place  of  the 
typical  Victorian  Album,  lie  copies  of  the  books  that  Morris 
printed  at  his  Kelmscott  Press. 


II 
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John  Vardy  and  the  Hackwood  Suite 

Anthony  Coleridge 


'  I  '  H  E  outstanding  collection  of  eighteenth-century  English 
-1-  furniture  at  Hackwood  Park,  Basingstoke,  was  formed  by 
Viscountess  Camrose  and  the  late  Viscount  Camrose  during  the 
years  between  the  wars.  In  1935  the  estate  passed  out  of  the 
ownership  of  the  Bolton  family  for  the  first  time  and  was  bought 
in  the  same  year  by  Lord  Camrose.  With  the  estate  he  acquired 
some  of  the  original  furniture  of  the  house. 

In  the  sixteenth  century  Hackwood  is  first  mentioned  as  being 
in  the  possession  of  the  Paulct  family;  Sir  William  Paulet  being 
created  first  Marquess  of  Winchester  by  Edward  VI  in  1551.  In 
1689  the  sixth  Marquess  was  created  first  Duke  of  Bolton,  and 


Hackwood  remained  in  the  Bolton  family  until  it  was  bought  by 
Lord  Camrose.  From  about  1850  Hackwood  was  leased  to  a 
series  of  tenants,  amongst  them  Lord  Curzon  of  Kedleston,  and 
from  that  date  the  Bolton  family  lived  at  their  other  seat,  Bolton 
Hall,  in  Wensleydale,  Yorkshire.  ^ 

Amongst  the  furniture  that  was  acquired  with  the  house  was  a 
gilt  wood  suite,  consisting  of  a  pair  of  side  tables  (No.  i)  and  a 
pair  of  pier  glasses  (No.  2),  superbly  and  exuberantly  carved  in 
the  high  rococo  manner.  Their  design,  carving  and  workman- 
ship, which  are  of  the  highest  quality,  bear  the  unmistak- 
able stamp  of  the  craftsmanship  prevalent   in  the  London 
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cabinetmaker's  trade  during  the  middle  decades  of  the 
eighteenth  century. 

As  is  the  case  with  so  much  of  fme  Enghsh  furniture,  nothing 
was  known  of  this  suite  except  its  provenance.  The  present 
writer  was  therefore  grateful  to  Mr.  Bruce  Whinneray,  when  the 
latter  drew  his  attention  to  a  design'  by  John  Vardy  which  was 
recently  published  in  English  Furniture  design  of  the  i8th  century.^ 
This  drawing  for  a  side  table  and  mirror  (No.  3)  is,  in  fact,  the 
original  design  which  inspired  the  Hackwood  suite.  It  has  been 
faithfully  followed  in  the  tables  (No.  4)  except  for  some  slight 
deviation  in  the  treatment  of  the  foliage,  and  it  is  interesting  to 


1.  One  of  a  pair  of  side  tables  delivered  by  John  Vardy  to  the 
3rd  or  4th  Duke  of  Bolton  at  Hackwood  Park. 

2.  One  of  a  pair  of  pier  glasses,  en  suite  with  the  side  tables, 
made  by  John  Vardy,  r.  1750.  The  glasses  and  side  tables  still 
stand  in  the  Saloon  at  Hackwood. 

3.  The  drawing  (lyjj  /  8^  in.)  for  the  Hackwood  suite. 
Royal  Institute  of  British  Architects  Library. 
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4-  Detail  from  one  of  the  side  tables  (No.  i),  showing  the  imbricated  motif  on  the  legs  and  the  alternating  leaf  design  on  the  frieze:  cf.  Vardy's  design 
(No.  3). 


5.  Detail  from  one  of  the  pier  glasses  (No.  2).  It  should  be  noted  that  the  carver,  possibly  Vardy's  brother,  has  portrayed  the  acanthus  foliage  in  the 
corner  angle  rather  than  a  shell  motif.  A  choice  of  either  was  offered  in  the  drawing  (No.  3). 
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6.  A  drawing  (74  \  7^  in.)  for  an  overmantel  glass 
by  John  Vardy.  It  is  described  on  the  back:  'The 
design  for  Lady  Milton's  Dressing  Room  Frame 
over  the  chimney'.  R.I.B.A.  Library. 
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note  the  exact  reproduction  of  the  unusual,  imbricated  motif  in 
the  legs  and  the  alternating  leaf  design  in  the  friezes.  The  pier  glasses 
(No.  2)  are  also  almost  identical  to  the  drawing  with  the  excep- 
tion of  the  garlands  of  berries  and  fohage,  which  are  not  sus- 
pended in  pendant  swags  as  in  the  design  but  are  treatednn  an 
almost  straight  sweep  across  the  mirror  plates. 

There  are  no  traces  of  the  candle  sconces  which  are  shown  in  the 
design,  and  the  carver  has  chosen  to  portray  the  acanthus  foliage 
in  the  lower  corner  angles  (No.  5)  rather  than  the  shell  motif; 
the  choice  of  either  being  offered  in  the  drawing  (No.  3). 

The  httle  that  is  known  of  John  Vardy's  life  is  summarised  by 
Peter  Ward  Jackson^  who  writes:  'Most  of  his  career  (as  an  archi- 
tect) was  passed  in  the  Office  of  Works*  and  was  closely  associ- 
ated with  William  Kent,  some  of  whose  designs  he  pubhshed  in  a 
book  entitled  "Some  designs  of  Mr.  Inigo  Jones  and  Mr. 
Wilham  Kent,"  1744.  His  most  prominent  surviving  building  is 
Spencer  House,  Green  Park,  London.  He  seems  to  have  shared 


Kent's  interest  in  furniture,  and  a  small  number  of  interesting 
furniture  designs  by  him  are  preserved  in  the  Victoria  and  Albert 
Museum"  and  in  the  R.I.B.A.'  Some  of  them  are  in  the  manner 
of  Kent,  while  others  show  that,  despite  his  Palladian  training,  he 
had  studied  the  French  Rococo  style  with  more  understanding 
than  most  Enghsh  Architects'. 

Vardy  seems  to  have  specialised  in  designing  side  tables,  pier 
glasses  and  chimney  glasses,  and  amongst  the  R.I.B.A.  drawings 
are  several  in  the  style  of  WiUiam  Kent.  One  of  these*  (No.  6)  is 
inscribed  on  the  back  in  ink:  'The  design  for  Lady  Milton's 
Dressing  Room  Frame  over  the  chimney.  J.  Vardy,  1761'." 
Another'"  (No.  7)  is  for  an  overmantel  glass  inscribed  'Mr. 
Watsons  Lees  Court  Great  Dining  Room  frame  over  the 
Chimney'. 

The  Hackwood  suite  is  not,  however,  the  only  link  between 
John  Vardy  and  the  Bolton  family,  since  in  the  R.I.B.A.  there 
is  a  drawing"  for  a  pier  glass  and  side  table  (No.  8),  the  frieze  of 
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7.  A  design  by  Vardy  for  an  overmantel  glass  at 
Lees  Court.  William  Kent's  tutelage  is  well 
shown  in  this  drawing.  R.I.B.A.  Library. 


the  latter  being  carved  with  the  arms  of  the  Boltons.'-  The  design, 
as  are  the  other  Vardy  designs  in  the  R.I.B.A.,  is  from  the  Andrew 
Ohver  Gift,  191 5,  and  is  labelled  'probably  for  Grosvenor 
Square,  1761'. 

This  supposition  is  supported  by  an  inscription  on  the  back  of 
another  design'^*  in  the  same  collection  for  'a  brackitt  for 
candlesticks'  (No.  9)  which  reads  'J-  Vardy  1761  for  the  Duke  of 
Bolton,  Grosvenor  Square'.  This  refers  to  Charles,  fifth  Duke  of 
Bolton,'^  who  had  inherited  from  his  father,  Henry,  in  1759,  and 
who  died  in  1765.  The  family  during  this  time  seemed  to  have 
owned  several  houses  in  Grosvenor  Square,  amongst  them 
number  37,  formerly  number  32,  which  is  probably  the  one 
referred  to  above.  Henry  the  third  Duke,  who  was  uncle  of  the 
fifth  Duke,  was  Colonel  of  the  Blues,  and  he  may  well  have  first 
come  into  contact  with  Vardy  when  the  latter  was  working  with 
William  Kent  on  the  designs  for  the  new  Horse  Guards  at 
Whitehall, 

John  Vardy 's  Will,  dated  13  th  April,  1762,  mentioned  his 
brother  Thomas,  a  carver  of  Park  Street,  Grosvenor  Square,  and 
also  his  son,  John,  to  whom  he  left  all  his  books,  drawing  instru- 
ments and  matters  relating  to  architecture, 

It  therefore  seems  probable  that  there  was  a  family  firm  which 


Vardy  ran  as  a  sideline  in  his  capacity  as  architect  and  civil 
servant  at  the  Office  of  Works.  He,  perhaps  with  the  help  of  his 
son,  designed  the  furniture  which  his  brother  produced  in  his 
Park  Street  workshop.  This  explains  why  Vardy  had  such  a 
predilection  for  designing  furniture  for  the  hands  of  the  carver 
rather  than  the  Joiner;  for  Thomas,  his  brother,  appears  to  have 
been  a  specialist  carver. 

John  Vardy,  must  therefore  have  been  not  only  a  man  of 
business — for  his  interest  in  the  furniture  trade  was  most 
lucrative — but  also  a  man  of  taste  and  fashion;  for  few  could 
have  adapted  themselves  with  such  ease  to  the  Gallic  nuances  of 
the  rocaille  after  an  early  adherent  to  the  strict  dictates  of 
Palladianism. 

/  am  much  indebted  to  Lady  Canirose  for  j^^ii'itig  me  the  facihties  to 
write  this  article.  The  photographs  of  the  drawings  were  suppUed  by 
The  Royal  Institute  of  British  Architects,  Sir  Baiiister  Fletcher 
Library  Drawings  Collection,  and  I  am  indebted  to  Mr.  John  Harris 
of  the  R.LB.A.  Library  for  the  help  that  he  gave  me  in  the  prepar- 
ation of  this  article.  The  photographs  of  the  Hackwood  suite  are  by 
A.  C.  Cooper  Ltd.,  9  Lancashire  Court,  London  W.i. 
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NOTES 

'  I  am  indi-btcd  for  nuuh  of  the  inforiiiatioii  concerning  the  early  history  of 
Hackwood  to  W.  CJ.  Atkin's  short  article  on  the  house,  1945. 
^  Pen  and  ink  and  wash,  about  1745,  lyg  /  8?  in.  Royal  Institute  of  IJritish  Archi- 
tects, Sir  Banister  Fletcher  Library  Drawings  Collection,  G4/8. 
'Peter  Ward-Jackson,  published  by  Her  Majesty's  Stationery  Office,  1958,  plate  43. 
■*  'English  Furniture  Design  ni  the  1 8th  century',  p.  36. 

*  He  was  Clerk  of  the  Works  at  Greenwich  1736-45,  at  Hampton  Court  1745-46, 
at  Whitehall  and  St.  James's  1746-54,  and  at  Kensington  Palace  1754-61.  He  died 
in  1765. 

"Victoria  and  Albert  Museum  Library  3436-201.  E3I43-I<;38. 

'Royal  Institute  of  British  Architects,  Sir  Banister  Fletcher  Library  Drawings 

Collection,  G4/. 

"Pen  and  ink  and  wash,  7J  x  7f  in.,  R.I.B.A.  Ci4/io. 

"  Vardy  appears  to  have  been  employed  to  make  furniture  designs  for  Milton 

Abbey,  Dorset,  and  there  are  other  drawings,  mostly  for  mirrors,  for  the  same 

house  in  the  R.I.B.A. 

'"R.I.B.A.  G4/2.1. 

"  R.LB.A.  G4/4'. 

'•'Three  swords  in  pile. 

'•'R.I.B.A.  G4/4'- 

'■•Charles,  third  Duke  of  Bolton,  1721-54. 

Henry,  fourth  Duke,  1754-59. 

Charles,  fifth  Duke,  1759-65. 
'*  See  A  Hiitory  of  Grosveiwr  Square,  by  A.  I.  Daseiit,  1935. 

'*  Vardy  published  two  prints  with  plans  of  the  Horse  Guards,  1751-53;  sec 
London  County  Council  Survey  of  London,  Vol.  XVI.  1935,  p.  13. 
P.C.C.  239,  Rushworth. 


8.  Dra'wing  for  a  pier  glass  and  side  table,  the 
frieze  of  the  table  carved  ■w^ith  the  arms  of  the 
Bolton  family:  three  s'words  in  pile.  This  drawing 
is  inscribed  'probably  for  Grosvenor  Square,  1761'. 
R.I.B.A.  Library. 


9.  Design  by  Vardy  for  'a  brackitt  for  candlesticks'. 
On  the  reverse  is  written  'J.  Vardy,  1761,  for  the 
Duke  of  Bolton,  Grosvenor  Square'.  R.I.B.A. 
Library. 
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Tlie  Ti  iumi)h  of  Neptune 


Yvonne  Hackcnbroch 


IN  the  Irwin  Untcrniycr  Collection  in  New  York  is  a  bronze 
roundel  of  outstanding  quality,  representing  the  Triumph  of 
Neptune.  The  artist  is  unkiunvn  but  the  composition  reveals  botli 
the  influence  of  Andrea  Mantegna,  the  painter,  and  of  Andrea 
Riccio.  the  sculptor.  Who  is  this  unknown  artist-:  Where  did  he 
come  trom;  and  how  does  his  bronze  relief  compare  with  other 
bronzes  influenced  by  Mantegna,  most  of  all  those  by  Andrea 
Riccio  ? 

Neptune,  displaying  his  trident  (No.  l),  is  conceived  as  a  hero 
rather  than  a  God,  as  he  rides  the  waves  at  the  helm  of  his  barge. 
He  is  accompanied  by  sea-horses,  tamed  by  a  youth  whose  hair  is 
encircled  by  sea-weed,  and  by  a  nereid  holding  an  apple.  The 
scene  is  charged  with  extraordinary  energy  and  vigour,  and 
admirably  titted  into  the  round.  The  background,  roughened  by 
punches,  is  distinctive  ot  a  small  group  of  Venetian  reliefs  of  the 
early  sixteenth  century,  of  which  there  is  an  example  at  the 
Metropolitan  Museum,  a  roundel  representing  the  prophet 
Elijah  in  the  fiery  chariot  (No.  2). 

There  exist  other  casts  of  the  Triumph  of  Neptune:  one  in  the 
Louvre  from  the  Bischoflsheim  Collection,  another  at  the 
National  Gallery  in  Washington  from  the  Dreyfus  Collection, 
also  a  square  plaque  in  a  private  collection.  However,  none  of 
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tlu'NO  t  oiMP.Ui'x  in  c\i  i  llciu  e"  W  ith  tlu-  i  \.iin[ik-  id  (Iu-  Ii  \\  in  UiitcT- 

lUMM"  C'ollcitUM). 

rlu"  m.irinc  sioiic  ot  tlic  Lliuiriiucr  toiulo  is  iimloulitcclly 
lusoil  upon  .1  Miinlar  siibn't  t  on  .i  Koiuaii  int.iglio,  of  wliicli  one 
IS  rcMuiudcd  by  tlio  Huid  tnitlinos.  or  on  a  Roman  sarcophagus. 
Such  a  sarcophagus,  with  ahntist  iilcutical  triton  Icachng  hippo- 
camps,  was  painted  In  Attavantc  in  14S3  ior  the  frontispiece  of 
tlie  ilKiminated  missal  i>f  Thomas  [ames,  at  tlic  library  of  Lyons. 
This  iluplication  cannot  be  coincidental.  Perhaps  the  same  Roman 
sarcophagus  served  as  a  stnirce  oi  tlesign  for  bron/e  and  miniature. 
The  more  immedi.ite  pattern  w  tnild  seem  to  have  been  a  drawing 


by  Mantegna  at  the  Ecole  dcs  Bcau.x-Arts,  Paris,  featuring  tritons 
and  hippocamps  (No.  3).  To  grasp  tbc  personality  of  our  un- 
known artist,  and  to  evaluate  his  contribution  in  adapting 
Mantegna's  imagery  to  the  medium  of  bronze,  it  may  be  helpful 
to  consider  similar  bronzes  by  other  masters  who  also  yielded  to 
the  inrtuence  of  Mantegna. 

The  roundel  in  the  Metropolitan  Museum  (No.  2),  which 
shows  the  impact  of  Mantegna,  and  particularly  of  the  frescos  of 
the  Eremitani  chapel,  is  attributed  to  the  Barbango  master, 
named  after  his  principal  work,  the  Barbarigo  reliefs  at  Venice, 
completed  in  15 15.  The  roundel  represents  the  aged  prophet 
Elijah  kneeling  in  prayer,  amidst  flaming  sky  around  him,  which 
excites  the  team  of  horses.  Although  the  size  and  punched  back- 
ground treatment  of  this  and  the  Neptune  roundel  are  identical, 
their  modelling  is  too  different  to  suggest  one  master  for  both. 
The  presentation  of  the  prophet,  in  a  long  cloak,  demonstrates 
an  evasive  attitude  towards  the  human  body.  By  contrast,  the 
nudes  in  the  Triumph  of  Neptune  are  charged  with  splendid 
energy,  revealing  intense  and  enthusiastic  study  of  antique 
prototypes. 

Because  of  their  wide  circulation,  Mantegna's  two  engravings 
of  The  Battle  of  the  Sea-^ods  (No.  4)  offer  an  excellent  opportunity 
for  comparison.  These  engravings,  executed  upon  his  return 
from  Rome  to  Mantua  in  1490,  represent  the  peace-loving 
Ichthyophages  of  the  Southern  waters,  in  their  belligerent  res- 
ponse to  the  intrusion  of  Invidia,  who  releases  their  wildest 


instincts.  The  composition  is  based  upon  drawings  made  by 
Mantegna  of  Roman  sarcophagi  with  marine  subjects  at  the 
Campo  Santo  in  Pisa  and  at  Rome. 

Mantegna' s  engravings  inspired  Severo  da  Raveima  when  he 
modelled  the  bronze  sea-monster  which  serves  as  an  inkstand  and 
bears  his  signature  (No.  5).  The  monster  also  exists  in  combina- 
tion with  Neptune.  However,  Severo  da  Ravenna's  broad 
manner  of  modelling  is  totally  unrelated  to  the  style  of  our  un- 
known master,  which  has  the  precision  of  goldsmith's  work.  The 
Venetian  bronze  caster,  Alcssandro  Leopardi,  also  adopted  some 
of  Mantegna's  marine  scenes  for  his  three  flagpole  bases  of  1505 
on  the  Piazza  San  Marco  (No.  6),  but  his  work  lacks  the  clarity 
of  form  which  distinguishes  the  Neptune  tondo. 

Another  artist  who  came  under  the  influence  of  Mantegna  at 
the  court  of  the  Gonzaga  at  Mantua  was  Pier  Jacopo  Alari- 
Bonacolsi,  better  known  as  I'Antico.  He  also  featured  a  Triumph 
of  Neptune  in  relief,  on  the  vase  for  Gianfrancesco  Gonzaga  and 
his  wife  Antonia  del  Balzo,  at  the  Museo  Estense  at  Modena 
(No.  7).  Antico  conveys  the  impression  of  uninhibited  copying 
from  an  ancient  relief  or  from  a  sketchbook  of  ancient  monu- 
ments. There  is  none  of  that  agitation  in  his  marine  scene  which 
excites  the  elements  in  Mantegna's  engravings  and  on  the  Nep- 
tune tondo.  Antico  displays  cool  detachment,  as  he  transforms 
vital  energies  into  arrested  movement,  to  fit  the  body  of  this 
vase,  which  is  among  his  most  satisfying  creations.  Obviously  his 
academic  manner  and  splendid,  though  cold  perfection,  have 
nothing  in  common  with  the  style  of  our  unknown  master. 
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Andrea  Riccio  occupied  a  similar  position  in  Padua  as  Antico  \ 
did  in  Mantua.  The  strength  of  Riccio' s  personaUty  can  be  i 
measured  by  the  independence  of  his  style.  Yet  he  was  equally  i 
exposed  to  the  influence  of  Mantegna  at  Padua,  and  to  the 
humanist  trend  of  reviving  classical  art,  to  which  Antico  yielded  1 
so  completely.  Inspired  by  Mantegna's  engravings,  Riccio  devel- 
oped the  motif  of  a  triton  carrying  a  nymph,  which  Mantegna  i 
had  also  featured  in  the  architectural  background  of  the  right  • 
wing  of  the  altar  of  San  Zeno  at  Verona  (No.  8).  Riccio's  bronze  ' 
group  (No.  9)  must  have  enjoyed  great  popularity,  as  several  ' 
examples  survive.  The  motif  also  recurs  as  relief  decoration — on  I 
the  base  of  the  pascal  candlestick  at  Padua,  on  the  casket  from  the  ; 
collection  of  Count  Waldeck,  at  the  Bavarian  National  Museum  '. 
at  Munich,  and,  as  minor  detail,  in  the  border  decoration  on  the  : 
saddle  of  St.  Martin  on  the  high  relief  of  St.  Martin  and  the  ^ 
Beggar  at  the  Ca  d'Oro  at  Venice  (No.  10).  This  relief  shows  ! 
the  closest  affinity  with  the  roundel  in  the  Irwin  Untermyer  ' 
Collection,  particularly  the  figure  of  the  crouching  beggar,  ' 
which  is  inspired  by  a  Roman  figure  on  the  Arch  of  Constantine, 
wimessing  the  departure  of  Marcus  Aurelius  for  the  war.  That  1 
beggar  appears  far  more  athletic  and  heroic  than  warranted  by 
legend.  He  displays  none  of  the  humility  of  a  derelict  about  to  1 
receive  charity.  This  heroic  concept  places  the  beggar  beside  the  | 
triumphant  Neptune  like  two  contestants  in  a  game  where  one  | 
must  loose.  Nonewithstanding  the  strictly  classical  bearing,  there  _  | 
is  far  more  pulsing  life  in  these  nudes  that  Antico  ever  imparted 
to  his  figures,  which  reflected  rather  than  enacted  heroic  power, 
and  far  more  exuberance  than  bestowed  by  the  Barbarigo  master 
on  his  quiet,  introvert  prophet  Elijah. 

These  comparisons  lead  to  the  conclusion  that  the  roundel  5 
with  the  Triumph  of  Neptune  originated  at  Padua  about  1520,  I 
when  Riccio  executed  his  relief  of  St.  Martin  and  the  Beggar.  The  j 
unknown  master  seems  to  have  belonged  to  Riccio's  circle,  i 
though  his  manner  differs  in  detail.  Riccio's  reliefs  are  usually 
filled  to  capacity  with  architectural  details,  such  as  landscapes,  ■ 
swags  or  other  decorations,  which  accentuate  the  intensity  of  a  I 
composition.  He  had  learned  this  practice  from  later  Roman 
monuments,  such  as  the  column  of  Trajan.  The  master  of  the 
Neptune  tondo  in  the  Irwin  Untermyer  Collection,  by  contrast, 
concentrated  upon  clarity  of  movement  and  design,  set  off"  against 
a  simple  punched  background  in  the  Venetian  manner.  This  back- 
ground treatment,  characteristic  of  the  Barbarigo  master  and  of 
members  of  the  Lombardi  family,  may  indicate  that  the  Paduan  ■ 
master  had  come  from  Venice. 

However,  too  little  is  known  about  masters  of  bronze  of  the 
early  Renaissance  to  encourage  speculation.  It  is  hoped  that  the  \ 
publication  of  a  bronze  of  such  excellence  may  lead  to  the  recog- 
nition of  other  works  by  the  same  artist.  Andrea  Mantegna  and  ; 
Andrea  Riccio  contributed  vitally  towards  the  formation  of  his 
style,  which  is  distinguished  by  harmonious  blending  of  pictorial  : 
and  sculptural  principles. 
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The  Winchester  College  Plate 


Charles  Oman 


ONLY  three  English  pubhc  schools  possess  collections  of 
plate:  Eton  and  Winchester  Colleges  and  Christ's  Hospital. 
The  Eton  plate  was  catalogued  by  E.  Alfred  Jones  in  1938,  whilst 
that  of  Christ's  Hospital  is  fairly  well  known.  It  is  curious  that 
the  only  printed  account  of  the  Winchester  College  plate  is  an 
article  in  an  early  volume  of  The  Biirlitioto}!  Maoazinc.^  Also, 
although  Percy  Macquoid  was  part-author  of  The  Dictionary  of 
Etiolish  Fnrmtnre,  his  knowledge  of  English  silver  was  rudimen- 
tary. It  would  not  be  fair  to  blame  him  for  overlooking  pieces 
which  he  was  probably  never  shown,  nor  for  accepting  uncritic- 
ally the  documents  served  up  to  him  by  the  antiquarian  Bursar, 
T.  F.  Kirby.-  However,  he  was  certainly  very  careless  in  reading 
hall-marks.' 

Though  the  Winchester  College  plate  has  otherwise  remained 
unpublished,  it  has  not  been  neglected.  The  late  Herbert  Chitty, 
during  his  long  spell  as  Bursar,  put  together  a  manuscript  cata- 
logue into  which  he  wrote  from  time  to  time  the  information 
which  he  culled  from  the  College  archives  together  with  com- 
ments which  he  gleaned  from  such  authorities  as  W.  W.  Watts. 
Though  he  would  publish  obscurely  some  of  his  documentary 
discoveries,  he  never  brought  himself  to  the  point  of  printing  a 
catalogue.  The  trouble  was  that  although  there  are  plent}'  of 
documents  about  the  plate,  the  gaps  between  them  are  all  too 
numerous.  In  attempting  this  fresh  approach  I  have  to  acknow- 
ledge the  most  generous  help  from  the  present  college  archivist, 
Mr.  John  Harvey,  F.S.A.  who  has  supplied  me  with  copious 
extracts  from  the  archives  when  answcrmg  my  queries.  The  pres- 
ent account  can,  however,  be  regarded  merely  as  an  interim 
report,  since  further  documentary  research  may  correct  or  modify 
the  opinions  here  expressed. 

Winchester  College  was  founded  in  1382  by  William  of 
Wykeham  mainK-  to  raise  the  educational  standard  of  the  clergy, 
which  had  never  recovered  from  the  casualties  of  the  Black  Death. 
The  college  at  Winchester  was  really  the  junior  school  of  Wyke- 
ham's  other  foundation — New  College,  Oxford — a  fact  which 
was  to  be  of  tremendous  importance  to  it  later  on.  The  early 

*  II,  1903.  pp.  149-162. 

-  Author  of  Amials  of  Whichester  CoHet^e,  1892. 

'  The  same  defect  mars  the  very  brief  account  of  the  plate  by  Christopher  Hawkes 
in  Winchester  College,  1934,  pp.  23-4. 


I.  'The  Founder's  Spoon',  silver-gilt,  early  fifteenth  century, 
length  6^  in. 
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2.  Ewer  and  Basin,  silver  and  parcel-gilt,  maker's  mark  a  unicorn's  head,  London  hall-mark  for  1562-3,  diameter  of  basin  16  in. 


blossoming  of  Winchester  College  was  not  only  attested  by  the 
foundation  by  Henry  VI  of  Eton  College,  similarly  linked  with 
King  s  College,  Cambridge,  but  also  by  a  large  quantity  of  plate 
accumulated  in  the  first  century  and  a  quarter  of  its  existence.  An 
inventory  of  1521  (misdated  by  Kirby  as  of  1525)  shows  that  it 
had  attracted  numerous  gifts  of  plate,  both  religious  and  secular. 
It  is  unnecessary  to  quote  from  it  since  not  more  than  a  single 
item  may  survive.  The  Founder's  Spoon'  (No.  i)  is  early  fifteenth 
rather  than  tourtccnth  century  in  sryde  and  has  probably  no  con- 
nection with  Wykeham  (d.  1404).  Though  the  earUest  reference 
to  it  by  this  name  is  dated  1672,  it  is  possible  that  it  may^  have 
formed  one  of  the  more  inadequately  described  groups  of 
spoons  found  in  the  earlv  inventories. 

The  manner  in  which  the  mediaeval  plate  disappeared  is  by  no 
means  clear,  but  most  of  the  chapel  plate  was  lost  in  1553.  In  that 
year  the  Privy  Council  introduced  a  levy  on  cathedral  and  church 
plate.  Warden  White  was  well  aware  that  the  College  was 
exempted,  as  being  part  of  Oxford  University,  but  this  did  not 
prevent  the  commission  which  came  to  rob  the  Cathedral  from 
taking  the  College  chapel  plate  as  well.  A  protest  to  the  Priv)^ 
Council  produced  a  letter  saying  that  'the  said  Colledge  shall 
have  and  enioye  stil  all  their  plate  and  ornamentes  belonging  to 
their  church  so  as  they  convert  the  same  from  monumentes  of 


supersticon  to  necessarye  and  godly  uses  for  better  maintenance 
of  the  same  Colledge'.  White  knew  that  the  seized  plate  had  been 
flattened  out  to  facilitate  transport  to  the  Mint  and  prepared  an 
acquittance  for  the  cash  equivalent  of  the  plate  seized.  The  docu- 
ment survives  in  the  College  archives,  but  the  quantities  were  not 
filled  in.  It  is  not  therefore  known  whether  any  redress  was 
received.  This  was  not  absolutely  the  end  of  the  mediaeval  chapel 
plate,  since  an  inventon,-  of  i  December,  1556,  taken  during  the 
Marian  restoration,  mentions  seven  chahces,  two  of  them  at 
least  being  old  possessions. 

We  have  now  to  face  the  problem  of  the  disappearance  of  the 
mediaeval  secular  plate.  Kirby  and  Macquoid  assumed  that  the 
Edwardian  Commissioners  seized  it  also,  but  the  documents 
refer  only  to  the  loss  of  the  chapel  plate.  At  the  close  of  the  reign 
of  Henry  VIII  the  College  had  made  two  quite  important  land 
purchases.  It  is  not  known  how  they  were  fmanced :  but  it  is  quite 
possible  that  a  lev\-  had  been  made  on  the  plate.  At  this  period  the 
currency  was  being  steadily  debased  and  plate  of  sterling  standard 
may  have  been  regarded  as  a  more  desirable  medium  of  exchange 
than  the  questionable  coins  of  the  realm.  The  middle  of  the  six- 
teenth century  was  a  dangerous  time  for  mediaeval  plate;  and 
not  only  because  of  royal  rapacit}'  and  reUgious  intolerance.  The 
Gothic  style  was  on  the  way  out  and  old  plate  was  being 
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3.  The  Election  Cup,  silver-gilt  set  with  pastes,  height  17^  in.  Given  by  Bishop 
White  in  1555. 

4.  Silver-gilt  salt,  maker's  mark  TL  in  monogram,  London  hall-mark  about 
1560.  Height  4^  in. 

5.  Silver  standing  bowl,  maker's  mark  TL  in  monogram,  London  hall-mark 
for  1554-5.  height  5  in. 

6.  Silver  pot,  maker's  mark  OS  in  a  hexagon,  London  hall-mark  for  1614-15, 
height  7  in.  Given  by  John  Bolney. 

7.  Silver  ewer  and  basin,  maker's  mark  CR  conjoined,  diameter  of  basin  17;^ 
in.  Bequeathed  by  Dr.  George  Rives  in  1613  but  possibly  re-made  in  about 
1640. 


refashioned  in  the  Renaissance  taste.  An  inventory  of  1559, 
corrcctccl  up  to  i  s6s,  shows  that  between  these  years  three  items 
had  been  refashioned.  One  is  now  a  superb  parcel-gilt  ewer  and 
basin  (No.  2)  bearing  the  1562  hall-mark  and  maker's  mark 
uniconi's  licaci.  Both  pieces  are  set  with  enamelled  medallions  with 
the  Founder's  arms,  whilst  round  the  bottom  of  the  basin  is 
engraved  MANERS  MAKET  MAN  QVOTHE  WYLLYAM 
WYKEHAM  and  round  the  nm^HANC  PELVIM  CVM 
SVO  GVTTl'RXIO  DE  NOVO  FECIT  RADOLPHVS 
HENSLOW  Ao  1563  CVI  DEVS  RETRIBVAT  IN  ILL  DIE. 
Henslow,  a  local  squire,  did  not  have  to  wait  so  long  foB  the 
reward  of  his  generosity,  since  his  second  son,  Henry,  headed 
the  list  of  boys  elected  to  the  College  in  1563. 

Abandoning  the  search  for  relics  of  the  mediaeval  plate  we  may 
now  turn  to  the  Election  Cup  (No.  3)  which  is  one  of  the  most 
puzzling  pieces  in  the  collection.  At  first  sight  it  appears  to  be  a 
particularly  handsome  vessel  of  late  fifteenth  or  early  sixteenth 
century  date,  richly  embossed  with  gothic  leafwork,  set  with 
pastes  round  the  base  and  the  cover,  and  with  the  foot  attached 
by  a  bayonet  joint.  It  is  entirely  unmarked;  so  that  it  is  not  sur- 
prising that  Macquoid,  misled  by  a  double  mistake  in  the  1784 
book  of  benefactors,  identified  it  as  the  gift  of  Warden  More  in 
1 523.  It  was  not  until  1913  that  Chitty  discovered  a  letter  dated 


20  August,  1555,  which  proved  that  the  true  donor  was  John 
White,  Bishop  of  Lincoln,  who,  as  Warden,  had  fought  for  the 
chapel  plate  two  years  earlier.  The  bishop  writes  that  he  is 
sending  'this  pore  counterfeted  cuppe,*  whyche  I  desyre  may 
remayne  anc  ymplemente  of  The  election'.  Wise  by  this  know- 
ledge, we  can  now  see  that  the  finish  is  not  truly  mediaeval 
and  that  it  is  an  out-of-period  piece  like  the  contemporary  Rich- 
mond Cup  belonging  to  the  Armourers'  and  Brasiers'  Companv. 

We  must  now  turn  to  two  pieces,  both  bearing  the  same  mak- 
er's mark,  the  histories  of  which  remain  obscure.  The  beautiful 
little  gilt  salt  (No.  4)  which  Macquoid,  mistaking  the  maker's 
mark  for  the  date-letter  put  at  1596,  shows  by  the  very  refined 
character  of  its  ornament  that  it  belongs  rather  to  the  middle  of 
the  century.  SmalHsh  gilt  salts  flit  in  and  out  of  the  inventories  of 
the  second  half  of  the  century  and  are  differentiated  by  the  finials 
of  their  covers.  By  1604  the  present  one  was  described  as  j 
smaller  salt  gylt  wth  a  manekyn  on  the  cover  broken'  but 
five  years  later  it  had  become  j  gylt  salt  wthout  a  Cover'  as  it  is 
today. 

The  history  of  the  standing  bowl  (No.  5)  by  the  same  maker  is 

*  What  exactly  did  the  bishop  mean  by  'counterfeted'  f  There  does  not  appear  to 
have  been  any  earlier  Election  Cup,  but  it  is  possible  that  a  cup  had  been  set  aside 
for  use  on  this  occasion  and  that  the  bishop  was  replacing  it  by  a  replica. 
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8.  Silver-gilt  standing  cup,  maker's 
mark  TF  conjoined,  London  hall-mark 
for  i6i5-i6(?),  height  19  in.  Bequeathed 
by  Thomas  Barnes. 


9.  Silver-gilt  standing  cup,  maker's 
mark  PG  above  a  rose,  London  hall- 
mark for  1632-3,  height  14  in.  Given  by 
Dr.  Hugh  Barker. 


10.  Silver  and  parcel-gilt  tankard, 
maker's  mark  CR  conjoined,  London 
hall-mark  for  1649-50,  height  6^  in. 
Re-made  from  a  tankard  bequeathed  by 
Bishop  White. 


11.  Silver  cup,  maker's  mark  a  grey- 
hound sejant,  1652,  height  8  in.  Given  by 
Arthur  and  Charles  Capell. 

12.  Seven  silver  cups  (originally  eight), 
maker's  mark  a  greyhound  sejant,  1657, 
width  3f  in. 


I'von  more  i>l'>s».  uro.  M.k  ihiouI,  misrc.ulmg  the,  flatc-lcttcr,  attri- 
Initoil  It  to  I  sy4  Init  in  tact  it  is  forty  years  cat  Ik  r.  It  will  bo  notc\l 
th.it  It  IN  oiii^r.iviHl  with  tlic  sanu"  in  namcnt  str.ipwork  fillcti  with 
tloral  spiavs  aiul  hit-aiul-iniss  oniamt'iit  (.Icstincd  to  he  used  on 
the  Eh/ahethan  comimmion  cups.  A  very  siniihar  piece,  dated 
I  ss»).  IN  used  as  a  paten  at  (lharsfielil  ('hurch,  Suffolk.  This  type 
ot  how  l  was  very  suitable  fc^r  use  as  a  paten  w  hen  the  Coniniunion 
was  i^iveii  in  the  form  ot  sliced  bread  instead  of  wafers.  The  earliest 
certain  reference  to  this  piece  (.lates  only  from  1647  when  it 
appears  as  'j  silver  breade  bole  . 

The  histories  ot  the  early  Stuart  pieces  usually  give  little  trouble, 
but  one  ot  them  presents  problems.  In  1613  Dr.  (icorge  Kives, 
Warden  of  New  CAtllege.  Oxford,  betjueathed  for  the  use  of  the 
sub  Warden  ot  Winchester,  his  ewer  and  basin.  The  becjuest  was 
received  in  March  161  s,  and  in  the  1619-20  accounts  Master  Tite, 
goldsmith,  is  recorded  as  having  been  paid  for  engraving  the 
arms  and  inscription.  The  Rives  ewer  and  basin  (N(^.  7)  is  more 
austere  than  might  be  expected  in  the  middle  of  the  reign  of 
Janics  I  and  bears  only  the  maker's  mark  R  cotijoiticd  which 
Jackson  lists  under  1631.  Mr.  Harvey  has  been  unable  to  find  any 
direct  evidence  that  the  Rives  ewer  and  basin  were  remade.  Our 
suspicions  can  onlv  be  stated,  without  offering  a  solution  that  this 
niav  have  taken  place  in  the  1640's. 

The  'round  Pott  ot  Mr.  liolney's  Ciitt"  is  a  rare  but  straight- 
forward piece  (No.  6).  It  is  inscribed  as  being  the  gift  in  1614  of 
John  liolnev,  founder's  kin,  and  bears  the  hall-mark  for  that  year 
with  the  maker's  mark  O  in  a  licxti{ioii.  On  a  band  round  the 
neck  is  inscribed  facile  contciiinit  oiuuia  qui  sc  semper  coi^itat  esse 
merittinini  and  this  morbid  attitude  is  emphasised  by  the  use  of  a 
skull  as  a  thumb-piece. 

It  would  be  surprising  if  a  collection  of  such  importance  did 
not  include  a  steeple  cup.  The  one  bequeathed  by  Thomas  Barnes 
in  1624  (No.  8)  had  been  made  nine  years  earUer  by  the  gold- 
smith whose  mark,  T  F  coujoincd,  is  found  on  numerous  cups  of 
this  form. 

In  the  1640  inventory  appears  for  the  first  time  'doctor  Barker's 
guilt  bowle  with  Couer'  (No.  9)  though  it  bears  the  hall-mark 
for  1632-3  and  the  maker's  mark  P  G  above  a  rosette.  It  is  a 


characteristic  example  of  the  simpler  style  which  camcinto  fashion 
11)  the  reign  of  C>harles  I.  The  donor,  an  old  Wykehamist,  rose 
to  be  Dean  of  the  (jiurt  of  the  Arches. 

The  Election  Cup  is  not  the  only  relic  of  Bishop  White,  who 
also  bequeathed  his  personal  plate.  Amongst  this  was  a  gilt  tank- 
ard which  was  refashioned  in  parcel-gilt  (No.  10)  by  the  same 
goldsmith  who  made  the  Rives  ewer  and  basin.  I  he  marks  on  the 
lid  arc  much  obscured  by  the  engraving  of  the  donor's  arms  but 
the  date-letter  appears  to  be  that  for  1649-50.  It  is  amusing  to 
note  how  the  goldsmith  has  imitated  a  wooden  tankard. 

Both  of  the  next  two  items  escaped  Macquoid.  The  Capcll 
Cup  (No.  r  i)  is  not  hall-marked,  but  the  Bursar's  accounts  show 
that  it  was  received  during  the  first  quarter  of  1652  as  a  gift  from 
Arthur  and  Charles  Capcll,  the  College  adding  /^i.  $$.  od.  to  the 
jTzo  which  they  provided.  The  donors  were  sons  of  Lord  Capell 
of  Hadham,  who  had  been  beheaded  three  years  earlier  by  Crom- 
well for  his  share  in  the  defence  of  Colchester  Castle  in  the  second 
Civil  War.  The  Founder's  arms  appear  on  one  side  and  the 
donors'  on  the  other.  Although  there  is  no  hall-mark  there  is  a 
maker's  mark  on  both  sides.  No  one  has  been  able  to  identify  the 
goldsmith  whose  mark  was  a  ^(ireyhoiind  sejant.  He  was  the  most 
original  goldsmith  of  the  middle  of  the  seventeenth  century  and 
found  his  clientele  mainly  with  the  Royalists,  making  a  lot  of  the 
plate  for  their  private  chapels  which  they  set  up  during  the 
Commonwealth  when  the  use  of  the  Prayer  Book  was  forbidden 
in  parish  churches. 

Five  years  later  the  College  decided  to  have  eight  little  cups 
made  out  of  some  old  plate  and  went  back  to  the  same  gold- 
smith. They  are  delightful  little  pieces  (No.  12)  and  look  as  if  they 
must  have  been  intended  for  use  on  some  particular  celebration. 
The  records  have  not  so  far  provided  an  answer.  Unfortunately 
one  cup  was  lost  in  about  1750. 

There  is  little  definite  information  about  the  great  salt  used  in 
early  Stuart  times,  except  that  it  was  round  and  of  silver-gilt. 
In  1675  Michael  Bold  presented  Winchester  with  a  pulley  salt 
(No.  13)  which  had  been  made  eleven  years  before.  It  represents 
the  last  design  evolved  for  the  great  salt,  the  three  scrolls  being 
intended  to  support  a  bowl  of  fruit. 
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13-  Silver  pulley  salt,  maker's  mark  indecipherable,  London 
hall-mark  for  1664-5,  height  6i  in.  Given  by  Michael  Bold. 

14.  Silver  loving  cup,  maker's  mark  TC,  London  hall-mark 
for  1680-1,  height  24  in. 
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The  Loving  Cup  (No.  14)  bears  the  maker's  mark  T  Cand  the 
halhiiark  for  1680-1.  The  cover  is  surmounted  by  two  arms 
clasping  a  heart.  Though  bearing  suitable  inscriptions  in  Greek 
and  Latin,  there  is  no  mention  of  the  donor.  Mr.  Harvey,  how- 
ever, has  identified  the  cup  as  one  first  mentioned  in  1693  as  'a 
Great  Silver  Bowl  &  cover  the  Gift  of  Dr  Osgood'.  Richard 
Osgood,  L.L.D.,  was  a  Fellow  from  1649  until  his  death  in  1693 
and  evidently  preferred  that  his  gift  should  remain  anonymous 
during  his  lifetime. 

The  large  two-handled  gilt  cup  and  cover  of  1683-4  (No.  15) 
given  by  Charles  Paulett,  6th  Marquess  of  Winchester,  is  one  of 
the  outstanding  pieces  in  the  collection.  Though  Charles  II  can 
not  be  credited  with  any  particular  taste  in  plate,  he  was  very  well 
served  by  Sir  Gilbert  Talbot,  Master  of  the  Jewel  House,  and  Sir 
Robert  Vyner,  the  King's  Goldsmith.  Vyner  was  not  a  craftsman 
but  put  the  work  out  to  a  number  of  first-class  goldsmiths.  The 
Marquess  of  Winchester's  Cup  bears  the  mark  of  Ralph  Leake 


who  was  one  of  Vyner's  men  and  who  is  also  found  working 
with  Wren. 

The  last  of  the  secular  pieces  reached  the  College  quite  recently. 
The  chafing  dish  bearing  the  hall-mark  for  1686-7  and  the  maker's 
mark  P  K  above  a  star  (No.  16),  is  engraved  with  the  arms  of 
Thomas  Ken  during  his  short  tenure  of  the  see  of  Bath  and  Wells 
(1685-90),  from  which  he  was  deposed  for  refusing  to  take  the 
oath  of  allegiance  to  William  and  Mary.  One  of  the  few  bishops 
of  his  age  who  could  be  described  as  saintly,  he  had  taken  a  lively 
interest  in  the  College  while  he  was  a  Fellow.  The  donor  was  a 
descendant  of  the  Rev.  John  Jenkyns,  vicar  oi  Frome,  who  had 
received  the  chafing  dish  from  Ken. 

Returning  finally  to  the  chapel  plate,  by  1565  the  small  stock 
had  been  reduced  to  a  single  chalice  and  paten.  In  161 1  these  were 
replaced  by  a  pair  of  chalices  with  paten-covers  (No.  17)  of  the 
standard  design  of  the  period.  These  were  not  gilt  until  later. 
In  1627  Warden  Nicholas  Love  presented  a  handsome  pair  of 
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15-  Silver-gilt  covered  cup,  mark  of  Ralph  Leake,  London  hall-mark  for  1682-3,  height  llj  in.  Given  by  Charles,  6th  Marquess  of  Winchester. 


16.  Silver  chafing  dish,  maker's  mark  PK  above  a  star,  London  hall-mark  for  1686-7,  width  without  handle  5  in.  The  arms  are  those  of  Thomas  Ken, 
Bishop  of  Bath  and  Wells. 
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flagons  (No.  i8).  No  further  additions  were  made  until  late  in  the 
reign  of  Charles  II,  when  in  1681  Warden  John  Nicholas  gave  a 
large  alms  dish  (No.  18)  followed  two  years  later  by  a  pair  of 
patens  (No.  17).  The  1739  inventory  mentions  'two  Silver 
Candlesticks  Double  gilt  on  ye  Communion  Table'.  These  have 
since  disappeared.  In  1762  William  Master  gave  a  little  secular  cup 
(No.  19)  made  by  the  Augsburg  goldsmith  Melchior  Bayr 
(1550-1634).  In  the  present  century  the  only  piece  of  old  plate 
which  has  been  added  is  an  Elizabethan  communion  cup  with 
paten-cover  of  1568-9  bearing  the  rare  maker's  mark  of  a  (^lobe 
(No.  20). 

Though  I  have  confined  this  article  to  pieces  made  before 
1700,  it  must  not  be  supposed  that  the  College  is  without  later 
pieces.  There  are  some  exceedingly  fine  eighteenth-century 
pieces  but  they  are  not  of  such  significance  as  the  earlier  pieces. 
Some  excellent  pieces  were  also  acquired  in  the  last  and  the 
present  century. 

/  should  like  to  record  my  thanks  to  the  Governit\^  Body  oj  Win- 
chester College  for  granting  permission  for  this  article  to  be  published 
and  also  to  the  Bursar,  Mr.  Ruthven  Hall,  who  made  all  the  necessary 
arrangements.  The  photography  was  carried  out  by  Messrs.  A.  C. 
Cooper,  London. 


17.  A  pair  of  silvcr-gilt  chalices  with  paten-covers,  maker's 
mark  HP,  London  hall-mark  for  1611-12,  height  7,'  in.:  and  a 
pair  of  silver  patens,  maker's  mark  IB,  London  hall-mark  for 
1683-4,  diameter  in. 


18.  A  pair  of  silver-gilt  flagons,  maker's  mark  RS  above  a 
heart,  London  hall-mark  for  1627-8,  height  11^  in.:  and  a 
silvcr-gilt  alms  dish,  maker's  mark  illegible,  London  hall- 
mark for  1681-2,  diameter  17  in. 


19.  Silvcr-gilt  cup  used  as  a  chalice,  maker's  mark  of  Melchior 
Uayr,  Augsburg  mark  about  1610,  height  7]  in. 


20.  Communion  cup  with  paten-cover,  maker's  mark  a 
globe,  London  hall-mark  for  1568-9,  height  in.  Given  by 
Miss  Palmer. 
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Nineteenth 
Century 
Paintings 
at  Bassano 


A SMALL  but  very  interesting  exhibition  held  in  the 
Museo  Civico,  Bassano,  last  autumn  lifted  a  curtain  on  a 
corner  of  one  of  the  least  studied  phases  in  the  history  of  Italian 
art — the  nineteenth  century.  Devoted  to  fifty-eight  paintings 
and  drawings  normally  kept  in  the  storerooms  of  this  museum, 
it  revealed  the  charm  and  talent  of  several  minor  masters,  most 
of  whom  were  barely  known  even  to  Italian  connoisseurs  and 
collectors.  It  also  included  two  late  eighteenth-century  pictures  of 
interest:  an  Allegory  of  the  Arts  by  A.  R.  Mengs,  of  about  1772 
— probably  from  the  collection  of  Antonio  Canova  whose 
half-brother  left  it  to  the  museum — and  Canova's  own  Hercules 
Killing  his  Children  of  about  1798.  The  exhibition  was  accom- 
panied by  a  fully  documented  and  well  illustrated  catalogue 
compiled  by  Dr.  Giuseppe  Maria  Pilo  (price  800  lire). 


1.  The  Riva  degli  Schiavoni,  Venice,  by  Carlo  Grubacs,  108  X  176  cm.  Very 
little  is  known  about  this  artist  except  that  he  worked  in  Venice  between 
1840  and  1870  and  specialised  in  painting  views  of  the  city. 

2.  The  Arena  at  Capua,  by  Antonio  Marinoni,  34X  45  cm.  Marinoni  was  born 
in  Bassano  in  1796  and  died  there  in  1871.  In  1822  he  went  to  Rome  where 
he  fell  under  the  influence  of  the  French  and  Flemish  landscape  painters 
working  in  the  city.  He  also  visited  Naples.  In  1843  he  visited  France  and 
England. 

3.  Imaginary  Landscape,  by  Antonio  Marinoni,  100  136  cm.  This  is  said  to 
have  been  the  last  picture  Marinoni  completed  before  illness  forced  him  to 
abandon  painting  in  1853. 

4.  View  on  the  Lagoon,  by  Guglielmo  Ciardi,  23  x  42  cm.  Ciardi  was  born  in 
Venice  in  1843  and  died  there  in  1917.  After  training  at  the  Venetian 
Academy  he  spent  five  years  in  Florence  where  he  came  into  contact  with 
the  Macchiaioli  and  also  saw  examples  of  such  contemporary  French 
painters  as  Corot  and  Courbet.  This  atmospheric  view  of  the  Venetian 
lagoon  dates  from  about  1890. 

5.  Portrait  of  Conte  Vespasiano  Muzzarelli,  by  Pompeo  Marino  Molmenti, 
64.5  '  46.5  cm.  Born  in  1819,  Molmenti  was  trained  at  the  Venetian 
Academy.  Between  1843  and  1844  he  travelled  in  Syria.  He  was  the  uncle  of 
the  historian  of  Venice,  P.  G.  Molmenti. 

I 

6.  The  Bridge  over  the  Brenta  at  Bassano,  by  Roberto  Roberti,  54  X  85.4  cm. 
Roberti  was  born  in  Bassano  in  1786.  He  worked  mainly  as  a  view  painter 
and  proved  himself  an  adept  copier  of  the  Venetian  vedute  of  Canaletto — 
two  such  copies  were  included  in  the  exhibition.  His  view  of  Bassano  must 
have  been  painted  before  1813  when  the  old  bridge  over  the  Brenta  was 
destroyed. 
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Disiecta  Membra: 

IN    SEARCH    OF    AN    EXHIBITION    OF    ROMANESQUE  ART 

John  Beckwith 


TH  E  Council  of  Europe  Exhibition  of  Romanesque  Art, 
divided  between  Barcelona  and  Santiago  de  Compostela, 
ope  led  on  loth  July,  1961,  with  the  Italian  loans  not  yet  arrived, 
the  vitrines  in  process  of  construction,  and  a  general  state  of  dis- 
array. It  closed  on  loth  October.  The  catalogue  of  this  exhibition 
is  still  unpublished. 

Grave  difficulties  beset  the  exhibition  from  the  beginning.  The 
^rcat  national  museums  have  become  more  and  more  reluctant  to 
lend  their  finest  works  of  art,  to  submit  them  to  the  hazards  of 
travel,  and  to  strip  their  galleries  at  the  height  o^  the  tourist 
season;  neither  the  British  Museum  nor  the  Touvre  contributed 
to  the  exhibition.  So  much  of  the  best  of  Romanesque  art  remains 
happily  /;/  situ,  and  there  could  be  nothing  in  the  rooms  of  the 
Museum  of  Catalan  Art  at  Barcelona  to  convey  the  grandeur  and 
quality  of  the  great  doorways  at  Moissac,  Autun,  Vezelay  and 
Chartres.  Although  the  time  bracket  for  the  period  had  been  set 
from  the  second  half  of  the  eleventh  century  to  the  end  of  the 
twelfth  century,  a  large  number  of  the  loans  to  the  exhibition 
were  outside  these  brackets.  The  result  was  not  so  much  an  exhi- 
bition of  Romanesque  art  as  a  muddle  of  early  mediaeval  art. 

The  initial  plan  had  been  to  concentrate  all  the  loans,  which 
came  from  various  parts  of  Europe,  in  the  Museum  of  Catalan 
Art  at  Barcelona  and  to  have  merely  a  token  exhibition  of  photo- 
graphs, manuscripts  and  incunabula  at  Santiago.  National  pride 
intervened  and  eventually  the  Spanish  loans  went  to  Santiago. 
Unfortunately,  local  pride  had  its  way  in  Barcelona.  The  per- 
manent collections  of  early  mediaeval  art  m  the  Palacio  Nacional 
dc  Montjuich  were  made  to  serve  as  both  introduction  and  frame- 
work to  elements  of  an  international  exhibition.  Although  the 
visitor,  on  entering  the  Museum  of  Catalan  Art,  w  as  confronted 
by  a  large  stone  cross — that  of  Dysart  O'Dea  from  County  Clare, 
ankle-deep  in  shamrock  and  Romanesque  only  in  the  widest 
sense  of  the  term — he  then  proceeded  to  sixteen  rooms  of  Catalan 
Art  on  the  ground  floor.  These  rooms,  however,  not  only 
housed  rustic  Catalan  wall-paintings,  sculpture,  of  which  one  of 
the  more  interesting  was  a  relief  by  the  Master  of  Cabestany 
(No.  i),  and  other  artefacts  but  some  of  the  finest  manuscripts 
from  the  international  collections.  In  view  of  the  conflict  between 
national  and  local  pride  which  dogged  the  exhibition,  it  is  not 
without  irony  for  an  Englishman  to  note  that  in  one  of  these 
rooms  this  policy  might  have  had  considerable  point.  In  the  room 
decorated  with  damaged  frescoes,  now  almost  en  grisaille,  from 


Sijena,  recently  shown  by  Dr.  Pacht  to  be  the  work  of  an  EngUsh 
master,  were  exhibited  a  good  selection  of  English  manuscripts, 
including  St.  Anselm's  Prayers  and  Meditations  (No.  2)  from 
Verdun,  the  Eadwine  Psalter  from  Cambridge,  and  the  superb 
last  copy  of  the  Utrecht  Psalter  executed  at  Canterbury  (No.  3), 
now  in  Paris.  A  concentration  of  all  the  English  loans,  manu- 
scripts, enamels,  metalwork,  and  carvings  in  ivory  would  have 
been  an  obvious  solution  for  this  room.  Instead,  the  room  was 
filled  out  with  five  stocky  and  indifferent  Gothic  tombs  from  the 
monastery  of  Matallana  (Valladolid) ;  the  bull  was  indeed  amidst 
the  china.  Some  of  the  finest  German  manuscripts — the  Salzburg 
Antiphonary  (about  1 1 50)  from  Vienna,  the  Abdinghof  Evangeli- 
ary  (Cologne,  about  1060)  from  Berlin,  manuscripts  from  work- 
shops at  Hildesheim,  Halbcrstadt  and  Helniarshausen — were 
shown  in  a  room  dominated  by  the  strained,  vapid  and  somewhat 
rechauffee  fresco  of  the  Majestas  Domini  from  San  Clemente  at 
Tahull.  This  particularly  unhappy  juxtaposition  was  allowed  be- 
cause the  comparative  darkness  of  the  lower  rooms  was  thought 
to  be  better  for  purposes  of  conservation.  In  view  of  what  can  be 
done  with  the  help  of  screens,  blinds,  curtains  and  carefully 
planned  showcases,  such  thought  should  not  apply. 

The  exhibition  continued  on  the  first  floor  with  a  further  nine 
rooms  of  Catalan  art.  The  total  number  of  rooms  allotted  to  the 
exhibition  was  forty-seven,  but  rooms  25  and  26,  presumably  set 
aside  for  the  Spanish  loans  which  went  to  Santiago,  did  not  exist. 
Out  of  forty-five  rooms,  therefore,  twenty-five  rooms  were  taken 
up  with  Catalan  art,  some  of  which,  it  has  been  noted,  contained 
the  international  loans  of  manuscripts.  No  attempt  was  made  to 
make  it  clear  to  the  visitor  that,  strictly  speaking,  the  Council  of 
Europe  exhibition  began  upstairs  in  Room  10  with  an  odd  selec- 
tion of  Italian  sculpture.  Proper  thought,  m  other  words,  had  not 
been  given  to  the  order  of  the  exhibition.  If  the  title  'Romanesque 
Art'  is  to  be  interpreted  in  its  strictest  sense,  there  may  surely  no 
longer  be  any  doubt  that  France  should  take  precedence.  If  the 
title  is  to  be  interpreted  as  'Aspects  of  Early  Mediaeval  Art',  there 
may  be  equally  no  doubt  that  the  art  of  the  Holy  Roman  Empire, 
which  would  include  that  of  Italy,  should  be  seen  as  the  chief 
avenue.  Six  rooms  were  devoted  to  photographs.  Tw'o  rooms 
were  given  to  Italy.  These,  apart  from  some  impressive  sculpture 
such  as  the  figures  of  Ezechiel  and  David  from  Piacenza  (No.  4), 
included  many  objects  with  little  claim  to  the  title  'Romanesque' 
— some  Byzantine  ivory  reliefs  from  Pesaro,   the  Torcello 
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1  (above  left).  Christ  calling  St.  Peter.  Marble  relief 
from  the  main  fa<^ade  of  the  church  in  the  Monastery 
of  San  Perc  de  Roda.  By  the  Master  of  Cabestany. 
Catalan,  twelfth  century.  Barcelona,  Mtiseo  Mares. 

2  (above  right).  Christ  giving  the  keys  to  St.  Peter. 
From  a  copy  of  St.  Anselm's  Prayers  and  Meditations 
executed  at  St.  Albans  between  II20  and  1130.  Verdun, 
Bibl.  mun.  Ms.  70,fol.  68  verso. 

3  (right).  Illumination  heading  the  letter  of  St.  Jerome 
which  precedes  the  text  of  the  Psalter.  From  a  Psalter 
executed  at  Christ  Church,  Canterbury,  in  the  last 
quarter  of  the  twelfth  century  and  copying  for  the 
last  time  the  ninth-century  Utrecht  Psalter.  Paris, 
Bibl.  Nat.,  Ms.  lat.  8846,  fol.  5  verso. 


ui  fpTf  nftcf  ocitio 
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4  (left).  Ezechiel  and  David.  Stone  figures  probably  from  the 
Cathedral  at  Piacenza  carved  between  1 150  and  1 170.  Pi'a- 

cenzj,  Museo  Cirico. 

5  (left  below).  The  Dream  of  the  Magi.  Stone  capital  from 
the  Cathedral  at  Autun.  By  the  Master  Gislebertus  about 
1125-1135.  Autun,  Cathedral  of  Saint-Lazare ,  Salle  Capitulaire. 

6  (centre  below).  The  Torture  of  the  Damned.  Stone  capital 
from  the  Cathedral  at  Autun.  By  the  Master  Gislebertus  about 
1125-1135.  Autun,  Cathedral  o  f  Saint-Lazare ,  Salle  Capitulaire. 

7  (above).  Herod''s  Feast.  Stone  capital  from  Notre  Dame  de 
la  Daurade  carved  between  1120  and  1130.  Toulouse,  Musee  des 
Augustins. 

8  (below  right).  King  David.  From  the  third  volume  of  the 
Bible  of  Stephen  Harding,  (Abbot  of  Citeaux  1109-1133) 
executed  at  Citeaux  between  mo  and  1115.  Dijon,  Bibl.  Mun. 
Ms.  14,  fol.  ij  verso. 
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9-  Altar  Cross.  Copper-gilt  with  champleve  enamel  and  nielloed  silver  details.  The  body  of  Christ  contains  a  receptacle  for  a  relic  of  the  True  Cross. 
Around  the  foot  are  figures  representing  the  Archangels  Gabriel,  Michael  and  Raphael.  Mosan,  third  quarter  of  the  twelfth  century.  Victoria  and  Albert 
Museum,  No.  7938-1862. 
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10.  A  man  seized  in  the  jaws  of  a  serpent.  Detail  from  a  walrus  ivory  tau- 
cross  carved  probably  at  Winchester  in  the  middle  of  the  twelfth  century. 
Victoria  and  Albert  Museum,  No.  371-1871. 


antcpendiLim,  a  mosaic  from  the  Church  of  Sant' Andrea  at  Cor- 
tona,  two  reUefs  from  Ferrara,  a  monumental  head  from  Capua; 
and  a  number  of  sculptures  dating,  indeed,  from  the  thirteenth  cen- 
tury. The  two  rooms  given  to  France,  apart  from  some  capitals  by 
Gislebertus  of  Autun  (Nos.  5  &  6)  and  those  from  Notre  Dame  de 
la  Daurade  (No.  7),  Toulouse,  could  hardly  claim  to  represent  the 
glories  of  French  Romanesque  art.  A  room  allotted  to  the  in- 
fluence of  Islam  on  Romanesque  art,  which  might  have  been  one 
of  the  more  stimulating  sections,  above  all  in  Spain,  proved  disap- 
pointing. Rooms  28  and  30  were  given  to  the  art  of  the  Holy 
Roman  Empire  which,  although  they  contained  superb  works  of 
art  from  German  and  Austrian  collections,  were  not  representa- 
tive enough  and  contained  material  not  strictly  speaking  Roman- 
esque, such  as  the  ivory  carvings  executed  under  the  Saxon  em- 
perors from  the  late  tenth  century  into  the  eleventh  century.  On 


the  other  hand,  the  room  of  Mosan  art,  housing  works  of  the 
highest  quality,  such  as  the  Christ  on  the  Cross  (No.  9)  from 
London,  was  coherent,  comprehensible  and,  therefore,  instruc- 
tive. The  three  rooms  given  to  England  and  Ireland  were  equally 
coherent,  but  the  Irish  were  content  to  send  electrotypes  of  the 
Cross  of  CcHig  and  the  Crozier  of  Lesmorc  and  some  archaeo- 
logical debris  which  hardly  earned  their  passage.  The  figures  of 
Moses  and  St.  John  the  Evangelist  from  York,  however,  in 
transition  from  Romanesque  to  Gothic  about  1200,  told  very  well 
at  Barcelona,  and  the  carvings  in  ivory  (No.  10)  and  the  enamels 
(No.  11)  in  full  Romanesque  style  must  have  been  a  revelation  to 
many  European  visitors  to  the  exhibition.  There  was  a  room 
devoted  to  seals  and  coins.  The  Scandinavian  room  provided  a 
number  of  curiosities,  not  least  the  modern  copy  of  a  non- 
Romanesque  tapestry  which  brought  the  exhibition  at  Barcelona 
to  an  end  not,  as  it  were,  with  a  bang  but  a  blinker. 

The  exhibition  at  Santiago  de  Compostela  was  blessed  by  its 
setting  in  one  of  the  most  beautiful  small  towns  of  Europe.  Not 
only  is  Galicia  scenically  one  of  the  most  breath-taking  of  the 
Spanish  provinces,  but  Santiago  with  its  majestic  Cathedral,  its 
superb  Plaza  de  Espaiia,  its  palaces  and  hostels  for  pilgrims,  cannot 
fail  to  delight.  The  lower  church  of  the  Cathedral,  below  the 
great  Ptierta  de  la  Gloria,  had  been  dressed  for  part  of  the  exhib- 
tion,  including  important  columns  from  the  north  facade  and 
fragments  from  the  west  door.  The  splendid  Palace  of  Archbishop 
Gelmirez,  ranging  in  date  from  the  end  of  the  eleventh  century  to 
the  thirteenth  century,  contained  a  series  of  sculptures  well  placed 
in  isolation,  and  many  objects  from  Spanish  treasuries  and  mus- 
eums. These  included:  the  enamelled  frontal  from  Santo  Domingo 
de  Silos,  now  at  Burgos;  the  large  ivory  Christ  from  Leon  (No. 
12) ;  a  curious  little  Scandinavian  ivory  box  and  the  beautiful  ivory 
and  gold  pax  (No.  13)  from  the  Colegiata  de  San  Isidoro  at  Leon; 
mitres  from  Roda  de  Isabena;  and  a  stole  from  Calahorra,  now 
in  the  Museo  Arqueologico  at  Madrid.  More  sculptural  and 
architectural  fragments  were  exhibited  in  the  Cathedral  Museum. 
These  included:  the  columns  from  the  baldacchino  of  the  altar  of 
Archbishop  Gelmirez;  a  superb  capital  from  Jaca;  and,  dominat- 
ing in  quality,  the  relief  of  David  (No.  14)  from  Notre  Dame  de 
la  Daurade,  Toulouse,  which  for  some  reason  went  to  Santiago 
instead  of  Barcelona.  The  general  impression,  however,  given  by 
this  concentration  of  objects,  created  largely  under  royal  and  high 
ecclesiastical  patronage,  was  of  a  Spanish  Romanesque  art  con- 
sistently high  in  quality  but  rarely  in  the  same  class  as  that  pro- 
duced in  France,  Germany  and  England  for  the  courts  and 
greater  monasteries. 

Your  reviewer  is,  of  course,  aware  of  the  immense  administra- 
tive task  of  instalhng  an  exhibition  of  this  kind.  Very  few  centres 
in  Europe  would  be  capable  of  handling  it.  Readers  will  probably 
recall  that  all  the  Council  of  Europe  exhibitions  have  been  criti- 
cised for  their  omissions  and  false  emphases.  Yet  something  of  the 
kind  is  probably  inevitable  when  attempting  an  exhibition  of  this 
scope.  Indeed,  this  might  be  a  strong  argument,  among  many, 
against  repeating  such  an  enterprise.  But  it  should  be  remembered 
at  the  same  time  that  many  people  are  given  considerable  pleasure 
by  the  sight  of  a  large  number  of  works  of  art  gathered  in  one 
place  from  many  parts  of  the  world.  Their  pleasure,  perhaps,  - 
should  be  weighed  in  the  balance  against  the  niceties  of  purists 
and  the  demands  of  scholarship. 

For  photographs  of  objects  not  in  the  collections  of  the  Victoria  and 
Albert  Museum  I  am  grateful  to  Mr.  Peter  Kidson  and  the  staff  of  the 
Conway  Library,  Courtanld  Institute  of  Art.  For  help  in  various  ways 
I  should  like  to  thank  Dr.  George  Zarnecki,  of  the  Courtanld  Institute 
oj  Art,  and  Mr.  John  Hulton,  oj  the  British  Council. 
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ir  (left).  St.  Paul  disputing  with  the  Jews. 
Champlevc  enamel  plaque  executed  probably 
at  Winchester  in  the  second  half  of  the  twelfth 
century.  Victoria  mid  Albert  Museum,  No.  22J- 
1874. 

12  (left  below).  Christ  carved  in  ivory  probably 
for  an  altar  cross.  Spanish,  about  IIOO.  Leon, 
Museo  Provincial. 

13  (centre  below).  Christ  in  Majesty.  Pax,  ivory 
on  a  ground  of  gold  and  gold  filigree.  Spanish, 
twelfth  century.  Leon,  Colegiata  de  San  Isidoro. 

14  (right  below).  King  David.  Marble  relief 
from  the  Chapter  house  of  Notre  Dame  de  la 
Danrade,  executed  about  1 180.  Toulouse,  Musee 
des  Augustins. 
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Abstract  Art 

ITS   JUSTIFICATION    AND  REASON 


Alastair  Gordon 


(Above).  Kasimir  Malevich.  Composition  Suprcmiste  (1914).  Canvas,  22I  19  inches.  The 
Museum  of  Modern  Art,  New  York.  (Facing  page).  Wassily  Kandinsky.  Abstract  Composition. 
Watercolour,  10^  x  10  inches,  initialled  lower  left.  Reproduced  from  blocks  loaned  by 
Messrs.  Marlborough  Fine  Art  Ltd.,  39  Old  Bond  Street,  London,  W.i. 


TH  E  R  E  is  at  once  a  problem  of  definition  and  a  confusion  of 
words.  Representational  and  non-representational,  figurative 
and  non-figurative,  are  words  used  now  to  describe  works  of  art, 
and  these  would  serve  if  it  wasn't  that  some  modern  works  have 
the  ingredients  of  both:  it  depends  on  the  degree  of  abstraction. 
The  true  'abstract'  makes  no  reference  to  nature  whatsoever,  while 
others,  though  entitled  abstract,  evoke  for  a  spectator  definite 
impressions  of  representation.  Music  is  an  abstract  art,  yet  it  can 
have  reference  to  nature — or  it  can  have  none  at  all.  Mozart 
describes  emotions  between  people  and  the  situations  in  which 
they  are  involved  in  his  operas,  by  means  of  sound ;  the  Bach  fugue 
or  Beethoven  quartet  is  absolutely  abstract,  being  a  construction 
of  sound  existing  in  its  own  right,  and  with  no  reference  to 
nature  at  all. 

This  analogy  is  not  complete  because  music  takes  place  in  time 
whereas  painting  and  sculpture  are  achieved  with  materials  that 
occupy  space  and  have  physical  dimensions.  It  is  this  inescapable 
requirement  of  visual  art  that  makes  the  case  for  the  antagonists  of 
abstract  art,  though  they  do  not  take  into  account  architecture, 
which  is  both  visual  and  abstract.  A  beautiful  building  gives 
pleasure  through  balance,  proportion,  texture  and  colour.  It 
represents  nothing  but  itself.  Substitute  the  words  'abstract  paint- 
ing' for  'beautiful  building'  in  the  foregoing  sentence,  though,  and 
most  people  will  not  accept  it.  (Of  course  a  beautiful  building  has 
a  purpose  for  existing,  to  live  in  or  work  in  or  as  a  place  of  wor- 
ship, but  in  this  context  I  am  only  concerned  with  the  work  of 
art.  The  atheist  as  well  as  the  Christian  can  appreciate  a  cathedral.) 

The  reason  for  the  non-acceptance  of  abstract  painting  cannot 
therefore  be  because  it  is  invalid  as  art,  but  because  it  does  not 
appeal  as  satisfying  to  the  soul.  All  art,  in  whatever  medium,  only 
achieves  greatness  when  it  is  uplifting,  revealing  of  life,  inspiring. 
Therefore,  argue  the  antagonists,  all  abstract  painting  is  worthless 
because  in  its  fifty  years  of  life  it  has  not  managed  to  do  this : 
Q.E.D.  This  is  the  highly  dogmatic  view,  and  most  people  of 
intelligence,  though  they  may  still  get  no  message  from  abstract 
painting,  do  not  go  as  far  as  that.  But  it  is  ridiculous  to  believe 
that  men  (and  women)  of  sensibility  and  integrity,  who  can  paint 
and  draw  the  figurative  as  skilfully  as  any  other  artist,  and  who 
come  from  all  generations  and  races,  should  for  half  a  century 
have  turned  steadily  towards  abstract  painting  just  on  a  whim 
which  is  false.  They  are  usually  highly  intelligent,  deeply  thought- 
ful, people  with  a  wide  knowledge  and  respect  for  the  great  art 
of  the  past. 

It  is  with  these  people  that  I  am  concerned  in  this  article:  why 
they  work  thus  is  the  first  question,  how  there  is  merit  in  their 
work  the  second.  Their  ranks  are  infected  by  charlatans  (but  all 
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(Above).  Piet  Mondrian.  Broadway  Boogie-Woogie 
(1942-43).  Canvas,  50  X  50  inches.  The  Museum  of 
Modern  Art,  New  York. 


(Right)-  Victor  Pasmore.  The  Snowstorm  :  Spiral 
Motif  in  Black  and  White.  Canvas,  47  x  60  inches. 
No.  42  in  the  Arts  Council  'Sixty  Paintings  for  '51' 
Exhibition  in  1951. 


(Below).  Robert  Motherwell.  Elegy  for  the  Spanish 
Republic  XXXV  (1954-58).  Canvas,  80  X  100^  inches, 
Loaned  by  the  Sidney  Janis  Gallery,  New  York,  to 
'The  New  American  Painting'  Exhibition  (New 
York,  1959)- 


ages  of  art  have  more  unmemorable  exponents  than  masters). 
I  am  not  concerned  with  these;  though  I  would  not  dare  to  be  so 
imprudent  as  to  say  definitely  who  are  the  masters  of  abstract 
painting  and  who  arc  not:  time  alone  can  give  the  answer  to  that. 

The  great  period  of  Greek  art  was  expressed  through  the  nude 
human  figure.  The  classic  Greek  artists  wanted  to  express  the 
glory  that  was  Greece  and  they  used  the  human  figure  as  the 
means,  hi  other  words  they  took  an  abstract  idea  (reality)  and 
applied  it  to  the  medium  of  figurative  sculpture  (realism).  They 
were  much  too  intelligent  to  be  satisfied  with  mere  representation, 
they  knew  they  had  to  go  deeper  than  that.  'The  best  accounts' 
wrote  James  Cheyne  'of  the  appearances  of  nature  in  any  single 
instance  human  penetration  can  reach,  comes  infinitely  short  of 
its  reality  and  internal  constitution,  for  who  can  search  out  the 
Almighty's  works  to  perfection'. 


Well,  the  great  Greeks  had  a  shot  at  it,  and  so  did  Giotto, 
Michelangelo,  RiMubraiult,  Goya.  That  they  (niul  many  others) 
came  dose  to  reality  is  still  inspiring  to  us,  centuries  later.  Reality 
— truth,  verity,  the  What  Is,  and  not  what  merely  seems,  is  the 
kernal  of  all  art.  In  other  words,  abstract  thought  dominates  art. 
Indeed  it  was  this  preoccupation  with  reality  that  made  the  great 
masters  the  memorable  geniuses  that  we  are  all  thankful  for,  and 
which  condemns  the  vaster  host — some  at  least  as  skilful  in  tech- 
nique and  craftsmanship— to  oblivion  because  they  had  not  the 
gift  of  art.  To  take  Velasquez  as  a  single  instance:  how  many 
hundreds  of  painters  can  at  least  equal  him  in  terms  of  representa- 
tion and  delineation  of  the  humaii  face  when  attempting  portrait- 
ure? How  very  few  in  all  history  match  him  as  an  artist? 

In  1910,  a  first-class  Russian  landscape  painter  called  Kandinsky 
is  said  to  have  noticed  one  ot  his  landscapes  standing  sideways  on 
the  floor  beside  a  coloured  dress.  The  arabesques  of  colour  so 
formed  inspired  him  to  paint  at  once  his  first  non-representational 

Eicture  (an  aflair  of  dots  and  squiggles)  and  in  1912  to  publish  a 
00k  entitled  CoiuTntinj^  the  Spiritual  in  Art,  which  was  the  first 
treatise  on  Abstract  painting. 

If  it  had  not  been  Kandinsky  it  would  have  been  someone  else. 
He  was  not  even  the  tirst,  having  been  anticipated  by  a  Lithuanian 
called  Tchurlianis  in  1906.  The  fact  is  that  the  climate  was  right 
for  abstract  painting  to  come  into  being. 

For  a  good  part  of  the  nineteenth  century  traditional  art  had 
been  becoming  decadent,  and  the  new  reality  had  come  from 
men  Ukc  Degas,  Manet  and  Renoir.  It  was  not  till  the  end  of  the 
century  that  Cezanne,  after  his  long  and  painful  search  for  his 
Titde  sensation'  came  closer  to  reality  than  any  of  them.  In  order 
to  achieve  this  he  had  eliminated  weather  and  atmospheric  light 
jfirom  his  landscapes  as  well  as  representing  solid  objects  in  almost 
geometric  form.  He  had  abstracted  more  than  anyone  else  in  the 
history  of  painting,  and  in  his  last  years  he  finally  gained  a  recog- 
nition that  has  grown  steadily  ever  since.  His  achievement  is  that 
he  was  both  the  ciJmination  of  a  cycle  that  began  with  Giotto, 
and  the  father  of  a  new  age. 

At  the  same  time  that  Cezanne  was  moving  towards  abstrac- 
tion, men  like  Freud  were  making  men  conscious  of  psycho- 
machy  and  psychopathy,  and  political  agitators  and  thinkers  were 
preparing  a  social  revolution.  Thought  was  on  the  move  with  an 
intensity  never  known  before. 

Thus  Kandinsky;  and  hard  on  his  heels  a  score  of  others.  They 
made  a  simple  but  astounding  discovery.  This  was  that  painting, 
like  music,  could  convey  impressions  and  ideas  without  reference 
to  the  physical  world.  Not  only  could,  but  by  taking  away  the 
distracting  influence  of  physical  images,  it  could  present  ideas  in  a 
more  pure  and  concentrated  form  than  ever  before. 

To  them,  it  was  as  simple  as  that.  Artists  turned  to  abstract 
painting  because  they  could  express  themselves  better  by  it  than  by 
representational  painting,  and  not  for  any  other  reason :  they  needed 
to  be  abstract. 

But  by  no  means  all  of  the  painters,  in  the  great  early  flowering 
of  the  modem  schools  at  the  turn  of  the  century,  turned  this  way, 
or  needed  to.  Kandinsky  was  influenced  by  the  Fauve  painters, 
and  his  first  abstracts  grew  from  this  school,  but  the  Fauve  painters 
themselves  always  remained  representational:  Matisse  never  got 
very  close  to  abstraction.  Similarly  Braque  and  Picasso,  though  in 
analytical  cubism  they  did  get  very  close  to  total  abstraction,  only 
to  return  to  representation.  Yet  in  cubism  they  gave  the  needed 
impetus  to  total  abstracters  like  Mondrian  and  Malevitch. 

It  is  this  spht  in  the  method  of  expression  that  gives  rise  to  so 
much  confusion  and  acrimony  among  art  lovers.  It  is  a  pity,  and 
the  painters  themselves,  figurative  and  non-figurative,  representa- 
tional and  non-representational  alike,  have  not  helped  by  refusing 


to  recognise  the  merits  on  both  sides  of  the  fence.  The  art-loving 
public  tends  to  come  down  on  the  side  of  the  representational 
painters,  leaving  the  abstracters,  by  some  form  of  dialectic  gym- 
nastics, with  the  charge  of  pursuing  false  gods. 

But  what  genuine  artist  with  talent  would  turn  to  abstract 
painting  in  order  to  hoodwink  people  and  history?  He  would 
have  to  be  a  pathological  masochist,  for  he  would  know  that 
falsehood  is  always  discovered,  whereas  every  artist  wants  fame, 
appreciation,  and  a  place  in  history.  Plenty  of  painters  have  paint- 
ed badly  without  realising  they  have,  none  have  ever  done  so 
deliberately. 

I  contend,  then,  that  there  is  justification  and  reason  for  abstract 
art. 

So  to  the  next  question  as  to  where  the  merit  lies  in  the 
works. 

Undoubtedly,  there  is  here  a  weak  link  between  artist  and 
public.  The  artist  defiantly  paints  on  regardless  of  whether  he 
pleases  or  not,  and  the  public  are  defiantly  determined  to  deride 
and  to  snort.  This  state  of  affairs  is  not  good  for  either  party,  as 
the  further  it  goes  the  more  intransigent  each  becomes. 

There  is  a  story  of  an  antagonist  of  abstract  art  who  frequented 
a  house  where  there  was  a  non-representational  painting,  a  work 
of  squares  and  triangles  and  varying  surface  textures.  Each  time 
he  visited  the  house  he  stared  yet  longer  and  more  balefully  at 
the  picture.  At  last  he  turned  to  his  host  and  cried  out  in  exaspera- 
tion 'dammit,  I'm  beginning  to  like  the  thing'. 

The  point  of  this  story  (which  is  quite  true)  is  that  he  was  look- 
ing at  the  picture  all  the  time  in  the  right  way.  He  did  not  want  to 
like  it,  but  he  was  a  highly  intelligent  man  who  comprehended 
the  absurdity  of  dismissing  it.  He  therefore  allowed  the  picture  to 
do  the  work  of  speaking  to  him. 

The  most  frequent  error  made  in  looking  at  abstract  painting 
is  to  say  'I  don't  understand  it'  or  'What  is  it  supposed  to  repres- 
ent?' I  have  stood  in  front  of  Titian's  Noli  Me  Tangere  in  the 
National  Gallery  countless  times  and  I  still  do  not  understand  all 
its  rich  and  sublime  profundities.  Abstract  painting  is  much  sim- 
pler to  understand.  But  what  both  Titian's  masterpiece  and  the 
abstract  work  both  do  in  their  different  ways  and  varying  degrees 
is  to  give  me  intense  feelings,  sensual,  emotional  and  uplifting :  in 
homelier  language,  I  feel  good  inside,  and  I  do  not  need  to 
'understand'  to  feel  that. 

Now  the  point  of  the  Titian  is  partly  its  superb  illustrative 
quahties,  but  mainly  it  is  notable  for  its  evocation  of  the  mood 
and  underlying  meaning  of  the  story  in  the  Gospel:  it  has  a  spirit- 
ual concept  and  an  imderstanding  of  theology.  In  other  words,  its 
abstract  quahties  are  the  important  ones. 

Theoretically,  abstract  painting  should  be  capable  of  similar 
evocation  and  on  as  high  a  level,  though  I  do  not  personally  be- 
heve  that  there  has  yet  been  an  abstract  painter  with  such  powers. 
It  is,  after  all,  an  art  form  still  in  its  infancy,  and  it  may  be 
another  hundred  years  before  the  equivalent  of  Titian  appears. 
But,  to  reiterate,  it  is  possible  for  non-representational  art  to  con- 
vey as  much  as  the  traditional  painting.  It  requires  a  painter  of 
unimaginable  sensitivity  and  genius  to  achieve  it,  and  a  pubhc 
similarly  refined  in  appreciation  to  receive  it. 

The  abstract  painter  imposes  a  great  discipline  on  himself  to 
keep  the  image  abstract.  He  is  flesh  and  blood  like  any  other 
artist,  and  sees  the  visible  world  as  clearly,  but  by  excluding  it  he 
can  concentrate  more  intensely  on  the  inner  intangible  world  of 
thought  and  feeling. 

Contemplation  is  an  art  that  has  throughout  history  been  the 
groundwork  for  great  thinkers  and  scholars.  The  abstract  painter 
has  made  it  possible  for  people  to  enter  this  world  by  visual 
means.  The  next  hundred  years  will  tell. 
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ART  AND  ILLUSION:  By  E.  H.  Gombrich. 
466  pp.  300  monochrome  and  18  colour 
plates.  (London:  Phaidon  Press:  70s.  net.) 

TH I S  is  the  most  valuable  general  book  on 
the  arts  to  have  appeared  in  EngHsh  since 
Sir  Kcmicth  Clark's  The  Nude.  Both  books 
originated  as  lectures,  given  at  the  National 
Gallery  of  Art  in  Washington,  and  they  main- 
tain an  unusually,  one  might  almost  say  unique- 
ly, high  level  of  well-informed  commonsense  in 
the  discussion  of  art  history.  Professor  Gombrich 
might  not  altogether  welcome  this  comparison, 
however,  for  his  attitude  and  approach  to  his 
subject  are  diametrically  opposed  to  Sir  Keimeth 
Clark's.  His  book  is  subtitled  'A  Study  in  the 
Psychology  of  Pictorial  Representation'  and  it 
opens  with  a  reproduction  of  one  of  Daniel 
Alain's  New  Yorker  cartoons,  which  indicates 
clearly  enough  the  difference  and  novelty  of  his 
approach. 

Art  and  Illusion  is,  in  fact,  concerned  with 
optics  rather  than  with  art,  in  the  usual  meaning 
of  the  word.  So  we  hear  more  about  'schemas', 
'mental  sets',  'the  game  of  equivalences',  of  the 
process  of  'inventing  comparisons  which  work' 
and  of  re-creating  'structural  relationships  with- 
in a  scale',  than  about  styles  and  periods  and 
schools.  This  is  all  very  stimulating.  And 
Professor  Gombrich  certainly  succeeds  in  show- 
ing that  representation  is  a  far  more  complicated 
process  than  is  nowadays  supposed.  He  demon- 
strates how  httlc  the  artist  has  ever  been  able  to 
paint  'what  he  sees'  and  how  direct  observation 
of  nature  has  always  counted  for  far  less  than  is 
imagined  in  the  creation  of  a  work  of  art,  no 
matter  how  'realistic'  in  intention. 

The  argument  is  long  and  too  closely  knit  for 
summary  in  a  brief  review.  Perhaps  the  quality 
and  interest  of  the  book  can  best  be  illustrated  by 
one  of  the  author's  asides:  that  on  the  topical  and 
ever-controversial  subject  of  picture  cleaning 
and  restoration.  He  begins  with  the  pertinent 
observation  that  the  brighter  palette  and  louder 
colours  adopted  by  the  impressionist  and  post- 
impressionist  painters — not  to  mention  poster 
artists  and  neon  lights — tend  to  blind  us  to  the 
subtle  tonal  gradations  of  earlier  styles  and 
periods  of  painting:  and  he  reminds  us  that  the 
eye  responds  to  'gradients'  and  relations  rather 
than  to  the  brightness  of  individual  colours. 
From  this  he  goes  on  to  plead  that  restorers 
should  'take  account  not  only  of  the  chemistry 
of  pigments  but  also  of  the  psychology  of 
perception*.  For  the  true  task  of  the  restorer  is 
not  to  bring  back  individual  pigments  to  their 
original  colours  (even  if  this  were  possible)  but 
something  infmitely  more  tricky  and  delicate — 
to  preserve  relationships.  That  the  technique  of 
cleaning  and  restoring  may  have  improved  in 
recent  years.  Professor  Gombrich  naturally 
admits.  But  this  should  not  lead  us  to  forget 
that  'our  reactions  and  taste  must  of  necessity 


differ  from  that  of  past  generations.  If  it  is  true 
that  the  Victorians  erred  so  frequently,  it  is  all 
the  more  likely  that  we,  too,  will  often  be 
mistaken  despite  the  improvement  of  our 
techniques'.  Caution  should  therefore  be  the 
watchword  in  all  restorers*  studios,  and  pictures 
should  always  be  under-cleaned. 

To  drive  liis  point  home,  Professor  Gombrich 
goes  on  to  observe  that  'the  question  of  what 
paintings  looked  like  when  they  were  made  is 
more  easily  asked  than  answered.  Luckily  we 
have  additional  evidence  in  images  that  neither 
fade  nor  change — I  mean  particularly  the  works 
of  graphic  art.  Some  of  Rembrandt's  prints,  I 
beUeve,  provide  an  astounding  object  lesson  in 
rehance  on  dark  tones  and  subdued  contrasts.  Is 
it  accidental  that  there  are  fewer  print  lovers  now 
than  there  ever  were  ?' 

Is  it  too  much  to  hope  that  the  restorers  and 
pundits  at  the  National  Gallery  in  Trafalgar 
Square  may  hearken  to  these  words  of  wisdom 
and  caution? 

But  Professor  Gombrich  does  not  address 
liimself  primarily  to  those  professionally  con- 
cerned with  art  and  art  history.  His  book  is 
intended  mainly  for  the  inteUigent  general 
reader  and  his  passage  about  picture-cleaning  is 
only  one  of  many  sage  and  illuminating  asides 
with  which  he  enlivens  the  main  argument. 
Everyone  interested  in  the  arts,  of  whatever 
period  or  country,  will  read  this  book  with 
equal  pleasure  and  profit. — J.F. 

KOSTUMKUNDE:  By  Eva  Nienholdt. 
(Bnmswick:  Klinkhardt  &  Biermann,  1961. 
PP-  353.  with  203  text  illustrations  and  20 
colour  plates,  D.M.  52 — .) 

THIS  ambitious  book  describes  in  condensed 
form  the  costumes  of  the  entire  world,  and 
replaces  a  less  comprehensive  manual  for  collect- 
ors by  H.  Miitzel  (2nd  ed.  1921).  If  it  had 
sketches  to  show  the  cut  of  costumes  it  would 
also  supersede  C.  Kohler's  handbook  (English 
trans.  1928).  Dr.  Nienholdt,  concentrating 
solely  on  actual  garments  in  museums,  moves  in 
1 82  pages  from  prehistoric  times  in  Denmark  to 
1914,  and  follows  this  with  chapters  on  national 
dress  from  Russia  to  Ireland,  on  European 
peasant  dress  (mainly  in  three  German  museums), 
and  on  dress  in  the  Middle  and  Far  East,  Africa, 
and  America. 

For  its  clear  illustrations  the  book  relies  mainly 
on  the  famous  Lippcrheide  Library  in  Berlin, 
but  questionaires  might  have  been  sent  to  the 
museums  in  England,  America,  Austria,  Hun- 
gary, Russia,  and  Spain  (and  also  to  East 
Germany),  which  have  been  slow  to  publish 
catalogues  and  handlists  of  their  collections.  The 
catalogue  of  the  Vienna  Exhibition  of  1 891,  and 
Redfem's  unreliable  book  on  Gloves  and  Shoes 
should  now  be  equally  obsolete.  There  are  a  few 
gaps  in  the  bibliography  to  be  filled  before  the 


book  is  translated,  as  it  usefully  might  be,  but  ' 
a  glossary  of  costume  terms  might  make  it  too  ! 
bulky.  As  it  is  English  readers  may  guess  at  the 
German  word  for  leg-of-mutton  (Schinken) 
sleeves.  But  they  will  need  a  dictionary  for  : 
'Kiepenhiite'  (Poke  bomiets)  and  'Knicker'  , 
(folding  parasol)  has  no  EngUsh  equivalent.  1 
'Garrick'  they  may  know  as  a  Continental  term  ' 
for  a  caped  overcoat,  but  'Havelock'  will  baffle  ; 
anyone,  since  the  Oxford  English  Dictionary  ^ 
gives  an  entirely  different  meaning.  j 
When  one  recalls  M.  von  Boehn's  four  j 
volumes  on  nineteenth  century  costume  alone,  | 
and  the  quartos  of  M.  Leloir's  unfinished  history,  ; 
Dr.  Nienholdt's  one-volume  compendium  is  a 
notable  achievement. — J.L.N.  ^ 

THE  ARCHITECTURE  OF  SIR  JOHN  | 
SOANE:  By  Dorothy  Stroud.  (London:  j 
Studio  1 96 1.  226  plates.  70s.  net.)  ] 

THIS  is  the  second  volume  of  Studio  Books' 
venture  in  the  field  of  architectural  biography. 
Or  perhaps  it  would  be  more  correct  to  say  the  ' 
pictorial  survey  of  the  works  of  selected  archi-  1 
tects.  The  furst  volume  was  John  Nash;  now  we  ■ 
have  Sir  John  Soane  with  better  and  more  ' 
illustrations  and,  happily,  a  much  less  jazzed-up  ' 
format.  Compared  with  Nash,  Soane  is  a  giant 
and  an  unique  monoUth  of  inventiveness.  He  was  j 
mastered  by  none  and  the  master  of  none — that 
was  his  unique  and  lonely  position.  In  some 
ways  one  must  look  back  to  Hawksmoor  for  a 
similar  personaUty.  Miss  Stroud's  book  has  a  ' 
percipient    introduction    by    Henry  Russell 
Hitchcock — a  refreshing  departure  as  it  intro-  j 
duces  Soane,  not  in  general  terms,  but  with  a  j 
specific  problem.  In  this  case  Soane  is  placed  1 
within  the  perspective  of  his  continental  con-  ] 
temporaries.  This  is  a  brilliant  short  essay  tfiat  ', 
will  long  remain  the  examplar.  Miss  Stroud  then  .1 
provides  a  short  sketch  of  Soane's  career,  follow-  ! 
ed  by  a  catalogue  of  the  226  splendid  illustra-  I 
tions.  It  is  still  necessary,  however,  to  go  to  Sir  j 
John  Summerson's  Art  and   Technics  (1952)  j 
biography  for  any  analytical  appreciation  of  j 
Soane's  works.  This  avoidance  of  any  commit-  j 
ment  towards  a  critical  analysis  is  perhaps  the  '■ 
publishers*  fault.  This  is  a  pity  because  of  aU 
architects  (bar  perhaps  Hawksmoor)  Soane  really  ] 
becomes  alive  to  us  when  his  works  are  dissected  I 
and  analysed.  They  are  at  once  a  combination  of  j 
coldly  intellectual  composition  and  yet  are  1 
wildly  exciting,  arousing  the  passions.  ' 

Soane  not  only  fascinates  by  the  fundamental 
uniqueness  of  his  style,  but  by  the  sources  i 
(hardly  dealt  with  in  this  book)  that  have  gone  j 
to  produce  that  style.  In  1768  Soane  entered  the  ! 
office  of  George  Dance,  junior.  He  was  then  aged 
1 5  years  and  stayed  there  for  four  years  (not  two  j 
as  Miss  Stroud  states) :  until  1772  when  he  enter- 
ed the  office  of  Henry  Holland.  From  Holland,  I 
apart  from  practical  experience,  Soane  acquired  | 
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nothing  relevant  for  his  style.  From  Dance  he 
may  have  inherited  a  great  deal;  although 
whether  he  was  penipicnt  of  I")anic's  innova- 
tions in  1770  is  another  nuittcr.  Perhaps  nut,  for 
the  elision  of  frieze  and  cornice  in  tiie  interior  of 
Dance's  All  Hallows  London  Wall,  was  at  first 
thouglu  by  Soane  as  a  classical  /Iik.v  pas.  He  was 
then  not  aware  of  the  direction  his  style  was  to 
take  him — that  unhappy  personal  road  so  often 
reserved  for  creatures  of  genius. 

All  H.1II0WS  is  one  of  the  most  remarkable 
buildings  of  its  date  in  England.  It  in.iy  have  been 
derived  troni  the  prototype  of  a  Roman  Bath, 
but  so  was  Burlington's  nco-classic  essay  at  the 
York  Assembly  Rooms.  Between  Burlington 
and  Dance  looms  the  mind  of  tlic  Abbe  Laugicr, 
whose  Ejiij/  Stir  L' Architecture  first  appeared  in 
1753  and  his  Obserrations  Sur  L Architecture  in 
1765.  Soane  possessed  eleven  copies  of  various 
editions  of  the  Essiii  (which  included  an  English 
one  in  1755)  and  would  have  been  aware  of 
Ware's  considerable  incorporations  of  Laugicr 
in  his  Complete  Body  of  Architecture  (1756).  Soane 
also  possessed  the  Nout'eiiu  Traili'  D' Architecture 
(1706)  of  Cordemoy,  to  which  book  Laugicr 
was  indebted.  E-ssentially,  Laugier's  theoretical 
influences  were  paramount  upon  Soane.  The 
concern  for  primitivism,  the  'cabanc  rustiquc',  is 
a  pre-occupation  throughout  Soanc's  Ufe.  It  is 
found  early  in  the  Designs  in  Architecture  (1778) 
where  certain  plans  are  Laugieresquc,  and  much 
Hiore  apparent  in  the  Plans  of  Buildinf^s  (1788). 

For  example,  the  Vitruvian  or  primitive  hut 
finds  expression  at  Hamclls  Park  (1783) ;  although 
there  had  been  other  earlier  examples  of  the  type 
(Chambers'  Treatise,  1759;  Exton  Park;  and 
Nuneham  Park).  Laugicr  places  the  hut  next  to 
Nature.  To  him  it  is  Adam  before  the  Fall,  an 
architecture  of  the  purest  simplicity  and  the 
model  for  future  perfection.  In  the  Observations, 
Laugier  sees  the  need  for  Genius  to  fill  the  gap 
between  the  'cabane  rustique'  and  the  'palais 
Corinthian*.  Soane  follows  Laugier  in  reducing 
architecture  to  its  bare  essentials;  of  freeing 
architecture  from  its  Vitruvian  framework. 
Much  of  the  Observations  must  have  been  studied 
by  Soane.  Constantly  Laugier's  theory  expresses 
succinct  Soanic  truths:  proportion  and  nothing 
else  but  good  material  will  yield  good  effects — 
we  don't  vary  the  forms  of  our  buildings  enough 
— the  triangular  ideal  plan  for  a  church  (Soane's 
Tyringham  design) — we  must  free  the  ancient 
limits  which  stop  at  the  inventions  of  the 
Greeks — to  invent  new  order  must  have  nothing 
belonging  to  the  old  ones. 

A  closer  study  of  Dance's  theory  would  be 
invaluable  towards  an  understanding  of  the 
Soane  style.  Dance  forms  a  parallel — although 
less  inspired — development,  anticipating  Soane 
in  the  Guildhall  Council  Chamber  (1777)  and  in 
later  life  acquiring  a  very  idiosyncratic  touch 
(The  Hall,  Laxton,  181 1).  Another  Soanic 
problem  is  the  transposition  from  the  highly 
personal  presentation  drawings  to  the  reality  of 
exeaition.  The  drawings  are  highly  redolent  of 
the  lumiere  mystMeuse,  the  translucent  fdtering 
light  that  permeates  his  perspectives  (Bentley 
Priory  entrance  hall,  Aynhoe  vestibule.  Bank 
offices). 

In  execution  the  effect  must  have  been  very 


different.  In  Soanc's  highly  romanticised 
presentations  people  or  the  trappings  of  human 
beings  do  not  inhabit  those  unworldly  halls. 
They  are  the  abodes  of  supermen — of  men  of 
Soane's  calibre. — J.F.M.H. 

NICHOLAS  HILLIARD:  By  Erna  Auerbach. 
(London:  Routlcdge  and  Kegan  Paul.  352  pp., 
250  pi.,  £6  6s.  net.) 

WITH  the  exception  of  Nicholas  Hilliard,  there 
is  scarcely  one  among  the  small  band  of  first-rate 
English  artists  to  whom  a  serious  monograph  has 
not  already  been  devoted.  Prized  though  his 
works  have  been,  it  is  only  in  comparatively 
recent  years  that  they  have  become  the  object  of 
systematic  investigation,  to  which  a  number  of 
scholars  have  contributed.  A  turning-point  was 
reached  with  the  Hilliard  and  Oliver  exhibition 
at  the  Victoria  and  Albert  Museum  in  1947,  and 
now  at  last  appears  the  full-length  study  of 
Hilliard  and  his  work  which  has  been  so  long 
needed. 

Dr.  Auerbach  treats  her  subject  comprehen- 
sively in  this  in  all  respects  solid  volume. 
Beginning  with  a  chapter  of  biography,  six  more 
are  devoted  to  Hilliard  as  a  portrait  miniaturist, 
as  a  goldsmith,  and  as  a  writer  on  his  art.  An 
eighth  discusses  his  'Contemporaries,  followers 
and  pupils',  and  is  followed  by  a  catalogue 
covering  the  whole  field  treated  in  the  text.  The 
book  is  rounded  off  with  a  bibliography  of 
seventy-five  items  and  an  index.  It  is  a  com- 
mendable feature  of  the  production  that  a  very 
high  proportion  of  the  works  of  art  discussed 
are  illustrated,  and  that  the  plates  are  interspersed 
in  the  text  adjacent  or  near  to  the  references  to 
them.  The  plates  are  in  half-tone,  but  though  on 
this  account  the  book  is  printed  on  art  paper,  the 
quahty  of  reproduction,  perhaps  inevitably  with 
this  process,  still  leaves  something  to  be  desired. 

The  neglect  of  Hilliard  has  been  the  outstand- 
ing example  of  the  prevailing  ignorance  of  the 
history  of  painting  in  sixteenth-century  England, 
an  ignorance  mainly  attributable  to  lack  of 
research  into  source  material.  Such  research  as 
has  been  done  suggests  that  ample  documenta- 
tion is  available,  as  exemplified,  for  instance,  by 
Dr.  Auerbach's  previous  book,  Tudor  Artists, 
which  is  a  mine  of  information.  Her  new  book 
profits  greatly  from  the  same  kind  of  investiga- 
tion, incorporating  a  quantity  of  original 
material,  largely  of  her  own  fmding,  which  is 
deeply  interesting  in  itself  and  at  last  provides  the 
means  for  a  coherent  treatment  of  the  subject. 
To  judge  from  the  bibliography  this  is  the  fruit 
of  at  least  ten  years'  work,  and  represents  an 
amount  of  assiduous,  critical  labour  which  wiU 
be  appreciated  by  those  who  have  undergone  a 
similar  experience. 

The  biography  of  forty-eight  pages  is  devoted 
to  recovering  and  recording  everything  to  be 
learnt  about  Hilliard's  life,  and  to  the  use  of  this 
material  in  the  elucidation  of  his  character.  His 
work  as  a  miniaturist  is  treated  very  fully  on  a 
chronological  basis  in  four  separate  sections,  and 
the  two  chapters  which  follow  are  devoted  in 
similar  detail  respectively  to  his  work  as  a 
goldsmith  and  to  his  celebrated  Treatise  on  the 
Arte  of  Limning,  two  matters  hitherto  much  less 


well  understood  than  Hilliard's  miniature  paint- 
ing. The  last  chapter  considers  eight  other 
artists:  Laurence  Hilliard,  Isaac  Oliver,  Rowland 
Lockcy,  John  Bettcs  II,  A.  van  Brounckhurst, 
Segar,  Norgatc  and  an  unknown  follower  of 
HilHard.  Though  much  of  this  chapter  perforce 
remains  tentative  and  inconclusive,  a  proportion 
of  the  material  presented  in  both  text  and  plates 
is  fresh  or  unfamiliar,  and  these  up-to-date 
studies  are  very  welcome. 

The  catalogue  which  follows  has  as  its  central 
feature  a  detailed,  critical  list  of  the  whole  of 
Hilliard's  known  work  in  miniature-painting, 
amounting  to  one  hundred  and  seventy-nine 
items,  with  six  lost  works.  No  such  complete 
census  has  previously  been  attempted,  and 
though  in  form  the  catalogue  is  open  to  criticism 
it  nevertheless  constitutes  an  invaluable  work  of 
reference.  The  remainder  of  it  is  concerned  with 
the  other  works  of  art  discussed  in  the  text, 
miniatures  other  than  those  by  Hilliard,  paintings 
in  large,  drawings,  engravings,  illuminations, 
goldsmith's  work,  totalling  one  hundred  and 
eleven  entries.  This  list,  which  gathers  together 
in  detailed  catalogue  form  many  varied  objects 
of  art  closely  connected  with  Hilliard,  if  not  by 
him,  and  with  his  circle,  forms  a  second  census 
of  similar  value  to  the  first. 

This  will  long  remain  the  standard  work  on 
Nicholas  HilHard.  Inevitably  it  is  not  without  its 
limitations.  In  its  critical  aspects,  the  treatment  of 
doubtful  points  is  not  always  quite  sound  in 
method,  and  a  fuller  discussion  of  Hilliard's  art 
could  have  been  wished  for.  It  is  also  to  be 
regretted  that  a  verbatim  text  of  the  Arte  of 
Limning  is  not  included,  since  at  present  it  is  only 
available  in  an  edited  form.  But  such  complaints 
notwithstanding,  this  remains  a  corpus  of 
information,  both  textual  and  pictorial,  which 
transforms  the  study  of  Hilliard,  and  in  so  doing 
achieves  a  sohd  contribution  to  the  history  of 
English  art.— J.W.G. 

CASKETS  FROM  CORDOBA:  By  John 
Beckwith  (H.M.  Stationery  Office,  12s.  6d. 
net.) 

THERE  must  be  few  visitors  to  the  Victoria  and 
Albert  Museum  who  pause  at  the  entrance  to  the 
Islamic  court  and  examine  a  group  of  delicately 
carved  ivory  boxes.  But  as  Mr.  John  Beckwith 
ably  demonstrates  in  his  Museum  Monograph 
entitled  Caskets  from  Cordoba,  these  ivories  are 
both  exquisite  works  of  art  and  fascinating 
memorials  of  the  Hispano-Arabic  civilization  of 
the  tenth  century.  His  book,  which  is  well 
written  and  fully  illustrated,  wiU  prove  of  value 
not  only  to  students  and  collectors  of  ivories 
but  to  all  those  who  are  interested  in  the  cross- 
currents of  European  civilization. 

The  earliest  of  the  caskets  in  the  Victoria  and 
Albert  Museum  dates  from  about  962 — a 
rectangular  box,  crisply  carved  with  vegetable 
arabesques  and  a  legend  in  Kufic  which  records 
that  it  was  made  'for  the  noble  daughter,  the 
daughter  of  Abd  ar-Rahman,  commander  of  the 
Faithful,  the  mercy  of  Allah  and  His  approval  be 
upon  him'.  Mr.  Beckwdth  connects  this  casket 
with  a  cosmetic  case  made  for  the  same  lady  and 
now  in  the  Museum  at  Burgos,  showing  the 
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relation  between  their  style  of  decoration  and 
stone  carvings  in  the  Middle  East  and  southern 
Spain.  Dating  from  about  the  same  time  is  a 
circular  casket  with  a  domed  lid,  made  for  the 
Caliph  al-Hakam  II.  Its  form  and  use  are  des- 
cribed by  the  inscription  on  a  similar  box  in  the 
collection  of  the  Hispanic  Society  of  America: 
The  sight  I  offer  is  the  fairest,  the  firm  breast  of 
a  delicate  girl.  Beauty  has  invested  me  with 
splendid  raiment,  which  makes  a  display  of 
jewels.  I  am  a  receptacle  for  musk,  camphor  and 
ambergris'. 

The  other  ivories  in  the  museum  include  a 
domed  box  made  in  969/70  for  Ziyad  ibn 
Aflah,  the  Prefect  of  PoHce  at  Cordoba.  There 
arc  also  two  later  and  far  less  finely  worked 
pieces:  a  casket  which  was  probably  made  at 
Cordoba  in  the  early  eleventh  century  and  a 
panel  from  another  made  at  Cucnca  in  the  mid- 
eleventh  century.  The  domed  box  and  later 
casket  arc  in  a  somewhat  unorthodox  style;  for 
not  only  animals  and  birds  but  also  human 
figures  arc  incorporated  among  the  luxuriant 
fohage  of  their  decorations.  Mr.  Beckwith  deals 
fully  with  the  styhstic  and  iconographic  prob- 
lems which  this  and  the  other  caskets  set,  relating 
their  decorations  to  manuscript  illustrations, 
silver  dishes,  carvings  in  rock  crystal  and  textiles. 
Nor  does  he  treat  less  fully  the  associated  ivories 
in  the  MetropoHtan  Museum,  the  Louvre,  the 
Musce  dcs  Arts  Dccoratifs,  the  Museo  Nazion- 
ale,  Florence,  and  various  Spanish  collections. 
He  also  comments  on  some  fake  Cordoban 
caskets  made  in  a  workshop  in  Valencia  by  D. 
Francisco  Pallas  y  Puig  about  sixty  years  ago. 

With  a  wealth  of  fascinating  historical  detail, 
Mr.  Beckwith  shows  how  these  tenth-century 
caskets  reflect  the  tone  of  the  somewhat  unorth- 
odox Muslim  civilization  which  flourished  in 
Spain  under  the  Cahphs  of  the  Umayyad  House. 
And  he  reminds  the  reader  of  the  long  vanished 
glories  of  Cordoba,  with  its  many  mosques  and 
baths  and  its  library  of  some  400,000  volumes. 
At  this  time  the  city  was  one  of  the  great  capitals 
of  Europe,  and  an  Arab  poet  could  remark:  'Do 
not  talk  of  the  court  of  Baghdad  and  its  glittering 
magnificence;  do  not  praise  Persia  and  China 
and  their  manifold  advantages;  for  there  is  no 
spot  on  earth  like  Cordoba'. — H.H. 

THE  CERAMIC  ART  OF  KOREA:  Edited 
by  Dr.  Chewon  Kim  and  G.  St.  G.  M. 
Gompcrtz.  (London:  Faber  and  Faber.  63s. 
net.) 

THE  great  collectors  of  Chinese  ceramic  art  in 
Europe  and  America,  who  built  up,  during  the 
first  half  of  this  century,  such  fme  collections  as 
to  rival  almost  anything  to  be  found  today  in 
China  or  Japan,  were  not  especially  interested  in 
Korean  ceramics.  As  a  result  the  Korean  wares 
are  not  well  represented  in  the  West,  and  we 
have  to  go  to  Korea  itself  or  Japan  to  fmd  them 
at  their  best.  Our  knowledge  of  these  beautiful 
wares  has  been  greatly  enlarged  by  the  exhibi- 
tions of  the  national  treasures  of  Korea  held  in 
the  United  States  and  a  number  of  European 
countries  in  recent  years.  This  book,  with  one 
hundred  large  illustrations,  about  a  third  of 
which  are  in  colour,  of  pieces  from  Korean 


collections,  comes  therefore  at  an  opportune  time. 

The  brief  history  of  Korean  ceramic  art  that 
forms  the  introduction,  of  only  eleven  pages,  is 
far  too  short  to  give  much  information  of  value 
to  the  serious  student  of  the  subject.  Thus  the 
value  of  the  book  lies  in  the  illustrations  which, 
on  the  whole,  are  excellent.  If  the  colour  plates 
fail  occasionally  in  rendering  the  soft  greyish- 
blue  celadon  of  some  of  the  early  Koryo  wares, 
giving  an  unduly  bright  effect,  the  small  number 
of  failures  is  outweighed  by  some  exceptionally 
good  reproductions,  such  as  that  of  the  lovely 
prunus  vase  (Plate  37)  intended  to  take  a  single 
spray  of  plum  blossom.  The  simple  decoration, 
of  cranes  and  clouds  inlaid  in  white  and  black  on 
a  celadon  ground,  is  full  of  life  and  vigour.  It 
has,  to  quote  W.  B.  Honey,  whose  admiration 
for  these  wares  did  so  much  to  arouse  interest  at 
a  time  when  they  were  badly  neglected,  'an 
easeful  serenity  and  grace,  flowing  and  seemingly 
effortless,  yet  never  lapsing  into  facility  or  trivial 
prettiness'.  The  colour  illustrations  generally 
reproduce  this  serenity  and  grace  very  well,  and 
the  use  of  simple  greyish  backgrounds,  so  prefer- 
able to  the  garish  scarlet  and  crimson  grounds 
that  have  become  so  popular  in  recent  years  as  a 
background  to  celadons,  is  in  perfect  taste.  The 
black-and-white  illustrations  are  uniformly  good 
and  the  full  descriptive  notes,  placed  side  by  side 
with  the  illustrations  are  lucid  and  informative. 

We  might  have  hoped  for  a  fuller  account  on 
Korean  ceramics  than  we  have  been  given  here, 
and  some  discussion  of  the  latest  researches  into 
the  dating  of  the  early  wares.  No  one  would 
have  been  better  fitted  to  do  this  than  Dr.  Kim 
and  Mr.  Gompertz,  two  of  the  leading  author- 
ities in  the  world  on  Korean  ceramics.  But  all 
that  we  are  given  in  the  Introduction  are  brief 
categorical  statements  with  very  little  in  the  way 
of  supporting  evidence.  It  has  seemed  to  the 
reviewer,  whose  opinions  are  based  more  on  a 
comparison  with  the  Chinese  wares  than  on  any 
other  factor,  that  there  is  a  tendency  to  put  some 
Korean  wares  about  a  century  earlier  than  the 
actual  date  of  manufacture.  For  example,  there 
seems  to  be  a  good  deal  of  Mongol  influence  in 
inlaid  celadons  dated  to  the  twelfth-thirteenth 
centuries,  for  which  an  early  fourteenth-century 
date  might  be  more  appropriate.  Be  tliis  as  it 
may,  the  main  criticism  of  the  Introduction  is  that 
it  lays  down  the  dating  of  Korean  ceramics  with 
an  exactitude  which  is  clearly  not  shared  by 
Japanese  and  United  States  experts  in  some 
respects.  The  intensive  discussions  that  have 
taken  place  on  the  inlaid  celadons,  centred 
round  the  forty  or  so  pieces  with  cyclical  dates 
which  have  been  excavated  in  Korea  in  recent 
years,  are  not  mentioned.  These  pieces  have  been 
fully  studied  by  Nomori  and  Sato  in  Japan  and 
Henderson  in  the  United  States,  and  although 
the  conclusions  reached  are  by  no  means  firm, 
they  surely  call  for  some  mention  in  a  book  of 
this  kind?  We  may  not  see  a  book  of  this  quality 
on  Korean  ceramics  for  many  years  to  come, 
and  it  is  unfortunate  that  the  opportunity  has  not 
been  taken  to  associate  with  the  excellent 
illustrations  a  comprehensive  text  which  takes 
into  account  the  great  amount  of  research  that 
has  been  devoted  in  the  last  few  years  to  these 
lovely  Korean  wares. — H.M.G. 


THE  DAWN  OF  CIVILISATION:  Edited! 
by  Stuart  Piggott.  (London:  Thames  &] 
Hudson.  £8  8s.  net.)  » 

THIS  immense  book  covers  the  whole  known 
field  of  early  civilisations  in  thirteen  sections,, 
each  describing  a  single  centre  of  development.  | 
Each  section  is  written  by  a  leading  scholar  inj 
that  period;  the  whole  is  edited  by  Professor] 
Stuart  Piggott.  In  his  introductory  chapter,  j 
Professor  Piggott  says  that  his  purpose  is  to  I 
present  reconstructions  'in  words  and  pictures,] 
side  by  side  with  all  possible  aspects  of  thej 
material  achievements  of  the  ancient  peoples 
with  whom  we  deal,  in  so  far  as  these  survive', 
for  'civihsation  is  something  artificial  and  man^ ' 
made,  the  result  of  making  tools  of  increasing  1 
complexity  in  response  to  an  enlarging  concept; 
of  community  hfe  ...  A  human  community  is  j 
one  deliberately  organised'.  This  book  is  a  studyj 
of  the  communities  of  early  man  in  which| 
civihsation  in  varying  degrees  existed  for  the] 
first  time,  a  study  based  almost  entirely  on  the  J 
examination  of  material  objects,  'in  which  pot|| 
and  tools,  houses  and  tombs,  weapons  and; 
ornaments,  are  the  evidence  for  the  development ; 
in  crafts  and  skills  from  generation  to  generation,  '■ 
or  in  one  region  as  compared  with  another'.  I 
These  things  Professor  Piggott  brings  together,) 
not  in  an  unbroken  narrative  of  steady  evolution  j 
from  a  common  starting  point,  but  divided  into  \ 
centres  and  areas  of  culture,  as  man  responded  in  ' 
different  ways  to  different  conditions. 

The  illustrations  are  carefully  selected  to.J 
illustrate  the  degree  and  type  of  civilisation , 
attained  by  each  group,  and  consist  of  photo-  j 
graphs,  most  of  which  are  in  colour,  and  a : 
number  of  paintings.  There  is  also  a  valuable  , 
series  of  maps  and  time  charts.  ^ 

All  the  sections  are  interesting  and  the  textual"^ 
material  and  photographs  are  first-class,  but 
some  chapters  stand  out  either  because  thcj 
cultures  described  are  less  well  known,  or  the  j 
actual  material  illustrated  is  of  unusual  interest.  I 
Sir  Mortimer  Wheeler's  chapter  on  the  city  1 
civilisation  of  the  Indus  Valley  is  one  of  these.  | 
Scientific  investigation  of  these  Indian  sites  was 
begun  on  a  large  scale  in  the  1940's.  Although, 
with  one  exception  (the  small  statuette  of  a 
dancing  girl),  the  art  so  far  discovered  is  not 
outstanding,  the  highly  organised  and  disciplin- 
ed society  revealed  by  the  excavations  is  both ! 
interesting  and  alarming.  The  evidence  shows  | 
that  with  the  quasi-mihtary  organisation  of  these  | 
city  states  came  conservatism,  and  with  conserv-  1 
atism,  stagnation,  not  only  in  art  forms,  but  in 
technology ;  so  that  while  the  inhabitants  of ' 
Harappa  and  Mohenjo-daro  traded  with  more  \ 
advanced  people  such  as  the  Sumerians,  they  did  j 
not  learn  from  them.  Their  end  was  violent.  The  ! 
cities  were  sacked  by  invaders  carrying  better 
weapons,  and  the  twisted  bodies  of  the  defenders  1 
were  left  unburied  in  the  streets  and  the  sites  i 
abandoned.  The  cities  re-emerged  into  history  i 
over  three  thousand  years  later,  when  an  enter-  j 
prising  nineteenth-century  British  engineer  used  I 
a  large  portion  of  the  brick  walls  of  Harappa  as  . 
foundations  for  his  railroad. 

Another  chapter  of  particular  interest  is  the  j 
account  of  the  nomadic  tribes  of  the  Steppes  by 
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r  D.  Phillips.  This  section  contains  some  rare 
\  iinplcs  ot" textiles  from  prehistoric  times.  They 
.10  recovered  from  a  grave  at  Pazyryk  in  the 
I  lii;h  Altai,  where  the  contents  of  the  tomb  had 
boon  solidified  in  a  vast  deep-freeze  of  solid  ice. 
I  his  had  preserved  not  only  the  richly-tattooed 
iHuly  of  the  chieftain,  scalped  by  his  enemies, 
Init  also  all  the  tabrics.  carpets,  and  textiles  with 
which  he  and  his  wite  had  been  buried.  The 
'  -iigns  on  the  horse  cloths  and  carpet  might  be 
t  tlie  present  day.  The  ritual  burials  found  in 
MHithorn  Russia,  and  also  illustrated,  actually 
confirm  the  description  given  by  Herodotus  of 
the  burials  of  the  nomadic  Kings  in  mass  graves 
surrounded  by  concubines,  grooms  and  horses, 
oven  to  the  detail  of  a  cauldron  with  charred 
lionip  seeds,  used  according  to  Herodotus  by  the 
Soythians  for  inhalations  after  the  funeral.  The 
noluiess  and  naturalism  of  Scythian  art  is  one  of 
the  most  striking  things  in  the  book. 

Since  the  primary  aim  of  the  book  is  to  give  a 
picture  of  the  life  and  achievements  of  early  man, 
.III  attempt  has  been  made  in  each  section  to 
produce  a  sort  of  visual  summary  of  the  evidence 
in  the  form  of  pictures.  It  is  ditTicult  to  decide 
whether  tliis  part  of  the  experiment  is  entirely 
ocessful.  Where  the  pictures  arc  concerned 
with  architectural  subjects  only — for  instance 
there  is  an  excellent  reconstruction  of  the 
Ziggurat  of  Ur  immediately  above  a  photo- 
raph  of  the  site — they  are  effective  and  con- 
iicing.  They  are  less  so  when  attempting  to 
reconstruct  such   scenes  as  the  building  of 
Stonehenge. 

In  conclusion,  however,  it  must  be  said  that 
tliis  book  is  a  courageous  and  successful  attempt 
It  a  new  type  of  summary.  It  has  gathered  in  one 
volume  all  the  major  early  civihsations  of  man, 
ad  if  no  general  conclusions  arc  possible  it  is 
.  cause  man  is  too  complex  and  diverse  even  in 
pre-history  to  conform  to  any  clearly  recognis- 
ible  pattern  of  behaviour. — A.M. 

THE  JAPANESE  PRINT:  A  New  Ap- 
proach: By  J.  Hillier.  Pp.  xvi  +  184.  64  plates. 
(London:  G.  Bell  and  Sons  Ltd.  37s.  6d.  net.) 

IT  is  a  pleasure  to  open  a  book  on  Japanese 
prints  which  does  not  reproduce  Hokusai's 
Wave'  and  which  does  not  present  us  with  the 
isual  nin  of  chapters  on  Harunobu,  Kiyonaga, 
md  the  other  'giants'.  We  sometimes  tend — at 
ill  events  some  of  us — to  tire  of  an  unvarying 
iict  of  the  old  favourites,  and  of  the  all  too 
amiliar  encomia  on  Moronobu  and  Kwaiget- 
udo,  Shunsho  and  Utamaro,  followed  by  the 
iicvitable  blanket-condemnation  of  the  nine- 
ecnth  century  {with  the  regulation  exceptions 
jf  Hokusai  and  Hiroshige). 

Mr.  Hillier's  sub-title,  'A  New  Approach',  is 
ustified.  He  has,  for  the  time  being,  relegated 
he  overshadowing  giants  to  the  background, 
md  thus  allowed  the  light  to  play  upon  a 
lumber  of  first-rate  artists  who  are  often  neg- 
ected  or  overlooked,  but  whose  works,  as  the 
Uustrations  to  this  book  make  clear,  are  very 
ittle — if  at  all — inferior  to  some  of  the  master- 
pieces we  know  so  well.  Thus  Moronobu  is  re- 
placed by  Sugimura  Jihei,  Harunobu  by  Haru- 
hige  (later  famous  as  Shiba  Kokan),  Kiyonaga 


by  Shuncho,  Shunsho  by  Shunyei,  Sharaku  by 
Kunilnasa,  and  so  on.  At  the  same  time  we  arc 
invited  to  examine  the  work  of  such  'minor* 
artists  as  Soltei,  Sluinninn,  and  Toyohiro,  whose 
importance  and  individuality  arc  well  brought 
out,  and  to  overcome  vicious  anti-nineteenth- 
century  prejudices  by  admiring  the  siirimotw  of 
I  lokkei,  the  landscapes  of  Yeisen,  and  the 
heroics  of  Kuniyoshi.  To  these  chapters  on  the 
artists  of  his  choice  Mr.  Hillier  has  grafted  a 
number  of  interesting  disquisitions  on  various 
problems  and  special  subjects  which  the  general 
study  of  the  Ukiyoye  School  involves,  such  as 
the  origins  of  the  Japanese  print,  illustrated 
books,  the  triptych,  the  siiriiiiono,  and  original 
brush-paintings.  To  all  these  he  brings  a  fresh 
and  vigorous  outlook  and  some  excellent  new 
ideas.  The  book  is  full  of  sound  observations, 
some  of  which  should  have  been  made  long  ago: 
for  example,  that  the  'decline'  in  the  nineteenth 
century  was  due  to  'the  enormous  demand  for 
colour-prints  from  a  public  that  now  predomin- 
antly had  a  taste  for  highly  coloured,  sensational 
fare;  the  competition  between  the  growing 
number  of  publishing  houses;  the  cheapness  of 
their  stock  productions  and  the  consequent 
lowered  standards  of  cutting  and  printing'  and 
not  to  any  lack  of  talent  among  the  artists  of  the 
time.  And  Mr.  Hillier  even  dares  to  suggest  that 
Kiyonaga  can  sometimes  be  dull. 

This  is  all  admirable,  and  Mr.  Hillier  is  admir- 
ably equipped  for  the  task  he  has  undertaken. 
The  book  is  of  modest  appearance  and  decep- 
tively hght  and  informal  in  tone,  but  it  is 
obviously  the  product  of  careful  thought, 
systematic  filing  of  a  vast  mass  of  information, 
and  the  examination  of  many  thousands  of 
prints  and  illustrated  books.  There  is,  in  fact, 
little  for  the  critic  to  carp  at.  There  are  a  few 
minor  mis-spellings,  of  which  the  most  notice- 
able are  Kusonoki  for  Kusunoki  (probably  in- 
herited from  the  British  Museum  Catalogue) 
and  sugaroku  and  sugeroku  for  sugoroku.  Even  a 
'select'  bibliography  should  surely  include  Mit- 
ford's  immortal  Tales  of  Old  Japan  in  the  'Back- 
ground' section,  and  Strange's  Handbook  among 
the  'General  Literature  on  the  Print'.  It  may  also, 
perhaps,  be  thought  that  Mr.  Hillier  is  a  little  too 
fond  of  French  catch-words  and  phrases  such  as 
oeuure,  demi-monde,  causerie  and  so  forth.  But 
these  are  mere  trifles,  and  this  excellent  book 
should  be  warmly  welcomed  as  shedding  new 
hght  from  a  new  angle  on  a  subject  that  is 
sometimes  in  danger  of  becoming  hackneyed. 
The  well-chosen  illustrations  are  adequately 
reproduced  in  half-tone. — B.W.R. 

DUTCH  MUSEUMS:  By  R.  van  Luttervelt. 
(London:  Thames  and  Hudson,  i960.  30s. 
net.) 

THE  dust  cover  of  this  book  asserts  that 
'Holland  is  probably  the  richest  country, 
artistically,  in  the  whole  of  Europe'.  Mr.  van 
Luttervelt,  a  curator  at  the  Rijksmuseum,  might 
be  less  positive.  He  recognises  that  the  represent- 
ation of  foreign  painters  in  that  museum  was, 
even  in  1945,  'in  many  ways,  stiU  weak'.  In  fact, 
with  the  possible  and  surely  much  more  justifi- 
able exception  of  Italy,  there  can  be  no  country 


whose  picture  galleries  arc  so  exclusively  devot- 
ed to  the  products  of  its  own  schools.  In  all 
Europe  there  can  scarcely  be  two  collections  of 
the  importance  of  the  Rijksmuseum  and  the 
Mauritslniis  which  arc  .so  lacking  in  range  and 
variety. 

It  seems  necessary  to  make  this  point  at  the 
outset.  Whereas  comparable  books  devoted  to 
the  art  galleries  of  England,  France,  Germany, 
Russia  or  even  Spain  would  embrace  the 
products  of  many  countries  and  styles,  it  is 
significant  that  of  the  124  pictures  reproduced 
here  in  colour,  no  less  than  no  are  Dutch  or,  in 
a  few  cases,  Flemish,  and  over  80  were  painted  in 
the  seventeenth  century.  There  are  of  course 
well  known  historical  reasons  for  this,  but  it  is 
surely  noteworthy  that  as  late  as  1920  the  Dutch 
museums,  on  the  evidence  of  this  book,  were 
still  spending  practically  nothing  on  pictures 
painted  beyond  the  confines  of  Holland. 

Within  these  national  limits  and  all  which  they 
imply  in  terms  of  art,  the  achievement  was,  as  all 
the  world  knows,  magnificent.  Mr.  van 
Luttervelt  has  written  an  interesting  and  well 
informed  account  of  the  origin  and  growth  of 
the  four  most  important  museums  of  old 
masters  in  Holland:  Amsterdam,  The  Hague, 
Rotterdam  and  Haarlem.  The  weak  representa- 
tion of  mediaeval  painting  is  accounted  for  first 
by  Calvinistic  iconoclasm,  secondly  by  looting 
and  destruction  during  the  war  with  Spain,  and 
finally  on  the  ground  that  'what  Iconoclasm  had 
left  was  little  valued,  because  it  lacked  the 
characteristics  of  the  "national"  in  the  sense  of 
"bourgeois",  Protestant  trading  republic'. 

Then  comes  the  Golden  Age,  with  the  house 
of  every  well-to-do  citizen  so  full  of  pictures  by 
the  end  of  the  seventeenth  century  that  there 
were  no  more  spaces  on  the  walls.  This  was  the 
heyday  of  that  notably  Dutch  phenomenon, 
the  group-portrait,  to  which  a  special  section  is 
devoted.  The  artistically  uneventful  eighteenth 
century  ended  in  the  foundation  of  Holland's 
first  museum,  followed  in  181 5  by  the  dramatic 
recovery  from  the  walls  of  the  Louvre  of  some 
of  the  Dutch  pictures  stolen  by  the  French.  (68 
were  not  recovered,  most  of  which,  we  are  told, 
still  hang  in  French  museums.)  In  1823  began 
that  stream  of  legacies  to  which,  ever  since,  the 
museums  of  Holland  have  owed  so  much, 
culminating  in  1958  in  Rotterdam's  acquisition 
of  the  fabulous  D.  G.  van  Beuningen  collection. 
Everyone  in  Britain  and  America  may  not  yet 
know  that  this  bequest  has  converted  the  former 
Boymans,  now  Boymans-van  Beuningen, 
Museum  into  one  of  the  fmest  in  Holland.  (For 
its  contents,  that  is:  ever  since  its  opening  in 
1935,  it  has  always  been,  internally  at  least,  one 
of  the  best  designed  museum  buildings  in 
Europe.) 

The  seventy-page  introduction,  like  the 
detailed  notes  on  the  colour  plates  which  foUow 
it,  is  in  faultless  English,  although  presumably  a 
translation.  The  quaUty  of  the  colour  is  so 
excellent  that  for  these  plates  alone  the  book 
would  be  a  pleasure  to  possess.  Finally,  a  further 
selection  of  251  pictures  is  presented  in  miniature 
black-and-white  photographs  for  purposes  of 
reference.  At  thirty  shillings  this  is  uncommonly 
good  value. — A.C-T. 
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THE  LIFE  OF  J.  M.  W.  TURNER,  R.A.: 

By  A.  J.  Finbcrg.  Second  Edition.  Clarendon 
Press:  Oxford  University  Press.  63s.  net. 

THAT  Turner's  reputation  has  dwindled  in 
recent  times  may  be  partly  explained  by  the 
fashionable  undiscriminating  worship  of  Con- 
stable; and  also  perhaps  to  some  extent  by  the 
disparaging  verdict  of  the  late  Roger  Fry,  in  the 
last  generation  a  powerful  influence.  But  it  is 
once  again  widely  recognised  that  Turner's 
genius  in  its  originality,  imaginative  power  and 
amazing  versatility  is  without  rival  in  the  English 
School,  and  that  he  ranks  among  the  greatest  of 
all  landscape  painters,  taking  the  whole  range  of 
his  achievement  into  account.  A  new  edition  of 
Finbcrg's  'Life',  first  published  in  1939,  should 
now  be  assured  of  a  cordial  welcome.  This  is 
certainly  one  of  the  best  biographies  of  an 
English  artist — packed  with  all  relevant  informa- 
tion, a  model  of  accuracy  and  patient  research. 
Moreover  it  is  eminently  readable;  the  fascina- 
tion of  the  narrative  owing  much  to  the 
admirably  lucid  prose.  Despite  the  wealth  of 
detail  and  the  references  to  innumerable  works 
(few  of  which  will  be  familiar  to  the  majority  of 
readers),  once  taken  up  the  book  is  not  readily 
put  down. 

Sensibility  was  a  prerequisite  for  the  proper 
performance  of  Finberg's  task,  and  he  gave 
ample  proof  that  he  was  endowed  with  it.  If  he 
never  indulged  in  rhetorical  flights  (and  who 
following  Ruskin  would  dare  to  venture  on 
rhetoric !),  he  had  an  intimate  understanding  of 
the  painter's  aims  gained  from  a  long  and  devot- 
ed study  of  every  aspect  of  his  art.  An  admiration 
so  ardent  that  he  constantly  seeks  to  refute  or 
explain  away  anything  that  reflects  on  his  hero's 
character,  did  not  warp  his  critical  faculty,  and 
his  comments  are  singularly  acute  and  perceptive. 

Finberg  maintained  that  'Turner  was  the 
pivotal  figure  in  the  art  of  the  nineteenth 
century  .  .  .  even  if  he  had  produced  nothing 
after  1815  . . .  we  should  still  have  to  regard  him 
as  a  great  innovator,  as  a  fertile  inventor  of  new 
forms  of  pictorial  expression,  and  as  the  most 
vital  and  imposing  figure  in  European  art  since 
Rembrandt  died'.  That  is  hardly  an  extravagant 
claim.  The  impact  of  Turner  on  Delacroix  was 
considerable,  while  with  the  dissolution  of  form 
and  brilliant  chromatic  scale  of  his  late  phase  he 
broke  with  tradition  and  heralded  impression- 
ism. 

By  the  conclusive  evidence  of  quotations  from 
memoirs,  correspondence  and  contemporary 
journals,  Finberg  demonstrated  that  Turner's 
fame  was  established  and  his  extraordinary 
powers  as  *a  magician  in  paint'  fully  recognised, 
long  before  the  appearance  of  the  first  volume  of 
Modem  Painters:  Constable,  no  sparing  critic  of 
his  contemporaries,  had  pronounced  his  View  of 
Dart  (18 1 8)  to  be  'the  most  complete  work  of 
genius'  he  had  ever  seen.  Turner  was  unmoved 
by  his  young  champion's  impassioned  eloquence 
and  regarded  with  aversion  the  crusade  on  his 
behalf 

From  early  in  his  career  Turner  had  been 
derided  in  the  press  for  extravagance  and 
eccentricity  and  attacked  with  relentless  hostility 
by  conservative  connoisseurs  with  the  pontifical 
arbiter  of  taste.  Sir  George  Beaumont,  at  their 


head.  In  1833  a  writer  in  the  Atheneum  lamented 
that  'Turner,  the  noblest  landscape  painter  of 
any  age,  cannot  sell  one  of  his  poetic  pictures'. 
That  he  rolled  them  up  and  laid  them  aside  'after 
they  have  been  the  wonder  of  the  Exhibition'  is 
partly  explained  by  his  reluctance  to  part  and  the 
very  large  sums  he  asked  for  them.  Turner  was 
never  a  neglected  or  unappreciated  artist  for  all 
his  defiance  of  the  tenaciously-held  dogma  that 
the  imitation  of  nature  was  the  true  purpose  of 
art.  In  the  course  of  his  active  life  he  sold  vast 
numbers  of  pictures  and  drawings,  was  lavishly 
patronised  by  wealthy  collectors  and  accumulat- 
ed a  far  larger  fortune  than  any  other  artist  of  the 
age.  It  was  the  pictures  of  his  last  period — the 
dream-Hke  evanescent  poetic  visions,  many 
glowing  with  colour  of  which  now  but  faint 
suggestions  remain — that  strained  the  loyalty 
even  of  faithful  admirers.  These  were  the  pictures 
which  Ruskin  defended  so  ardently,  and  not 
without  effect;  though  at  that  date  his  aesthetic 
theories  involved  a  crude  form  of  naturalism 
which  the  whole  of  the  master's  mature  practice 
belied. 

What  has  now  become  of  the  huge  Turner 
bequest  (it  included  250  pictures  and  over  1,900 
drawings)  which  the  Trustees  of  The  National 
Gallery  by  an  act  of  188 1,  passed  in  defiance  of 
the  artist's  will  and  the  highest  legal  opinion, 
obtained  leave  to  distribute  to  galleries  here  and 
in  the  Dominions?  To  see  a  good  selection  of 
Turner's  later  works  one  goes  to  The  Tate,  but 
will  not  fmd  there  even  a  token  representation  of 
the  drawings,  a  highly  important  aspect  of  his 
life's  work — or  for  that  matter  any  drawings  of 
the  Early  English  School.  It  is  now  a  vain  hope 
that  after  more  than  a  hundred  years  a  Turner 
Gallery  will  be  estabhshed  in  reparation  for  the 
scandalous  fiTJStration  of  the  wishes  expressed  in 
his  splendid  bequest. 

The  reputation  of  the  artist  and  that  of  his 
brilliant  advocate  have  both  lately  emerged 
again  from  a  passing  cloud.  This  scholarly  and 
admirable  biography  is  the  definitive  authority 
for  the  career  of  a  great  master  who  inspired 
some  of  the  most  eloquent  passages  in  English 
prose.  There  are  22  judiciously  chosen  illustra- 
tions :  the  format  and  production  are  worthy  of 
the  book.— R.E. 

THE  VILLA  D'ESTE  AT  TIVOLI:  By 

David  R.  Coffin.  (Princeton  University  Press. 
London:  Oxford  University  Press.  186  pp., 
137  ill.,  in  U.K.  X^j  net,  in  U.S.A.  $17.50.) 

THOSE  who  have  learned  to  love  Italy  as 
occasional  visitors  no  less  than  those  who  study 
her  arts  as  a  profession  have  long  wished  to  know 
more  of  the  circumstances  which  explain  the 
incomparable  beauties  of  the  Villa  d'Este  at 
Tivoli.  When,  and  for  whom,  was  it  made? 
Who  was  its  principal  designer  and  what  pur- 
pose lies  behind  his  choice  and  arrangement  of 
subject?  These  and  many  more  questions  are 
answered  by  Professor  Coffin  in  his  comprehen- 
sive and  scholarly  study. 

Although  the  author  devotes  a  chapter  to  the 
somewhat  heavy  Mannerist  frescoes  on  the 
interior  and  another  to  Pirro  Ligorio's  tapestry 
designs,  he  quite  properly  lays  greatest  stress  on 


the  gardens  for  which  the  villa  at  Tivoli  is  chiefly 
known.  But  if  the  gardens  of  the  great  Italian 
villas  and  palaces  are  probably  the  most  subtle 
and  versatile  art  forms  of  the  Renaissance,  they 
are  also  among  the  most  ephemeral  of  its 
achievements.  Of  the  major  sixteenth-century 
examples  in  which  water  plays  an  important 
part  in  the  design,  only  the  gardens  of  the  Villa 
Lante  at  Bagnaia,  the  Villa  Famese  at  Caprarola 
and  the  Villa  d'Este  at  Tivoli  can  today  be  said  to 
retain  much  of  their  original  appearance.  And  of 
these  the  gardens  of  the  Villa  d'Este  are  probably 
the  earliest,  easily  the  most  accessible  and 
certainly  the  most  spectacular.  These  are  some  of 
the  reasons  why  this  book — the  first  on  the 
Villa  d'Este  by  an  art  historian — must  be  counted 
an  especially  welcome  contribution  to  our 
understanding  and  enjoyment  of  the  late 
Renaissance  in  Italy. 

Ippolito  II  d'Este,  Cardinal  of  Ferrara,  was 
made  governor  of  Tivoli  in  1550  and  soon 
thereafter  directed  his  attention  to  redecorating 
the  part  of  the  old  monastery  which  served  as 
his  official  residence,  as  well  as  to  supplying  it 
with  a  suitable  setting.  During  the  next  twenty 
years  additional  property  was  acquired  in  the 
Valle  Gaudente  and  water  was  brought  from 
Monte  Sant'  Angelo  and  the  river  Anio :  so  that 
by  1572,  when  Ippolito  d'Este  died,  most  of  the 
gardens  as  we  know  them  today  had  taken  form. 
Even  to  those  famiUar  with  Italian  art  it  may 
come  as  something  of  a  surprise  to  learn  from 
a  reading  of  Professor  Coffin's  first  chapter  that 
the  gardens  of  the  Villa  d'Este  did  not  reach  their 
developed  form  until  so  late  in  the  sixteenth 
century. 

Whatever  classical  sources  may  have  served  $i 

inspiration,  the  Italian  architects  of  the  RenaisJ 

sance  evolved  a  distinctive  form  of  gardeti 

design  based,  at  its  best,  upon  a  series  of  terrace^ 

arranged  on  different  levels  and  often  linke<| 

together  by  a  variety  of  imaginative  watet 

devices.  At  the  Villa  Lante  these  water  elements 

serve  to  establish  and  reinforce  the  central  axis— ^ 

regularly  an  essential  part  of  Renaissance  desigd 

— but  at  the  ViUa  d'Este,  except  for  the  Dragod 

Foimtain,  the  major  water  elements  nm  at  righB 

angles  to  the  main  axis  which  is  emphasized^ 

instead,  by  the  repetition  of  architectural  motifii 

related  to  those  of  the  villa  above.  It  may  well  be,i 

as  the  author  implies,  that  this  exploitation  ofthel 

cross  axes  should  be  regarded  as  anticipating  the; 

Baroque  manner  associated  with  the  seventeenth, 

century.  To  others,  however,  it  may  seem^ 

preferable  to  regard  this  aspect  of  the  design 

the  Villa  d'Este  simply  as  a  forenmner  of  th« 

more  unified  designs  of  Lante  or  Caprarola,  just  I 

as  the  water  which  is  made  to  flow  down  thel 

handrails  of  the  stairs  beside  the  Dragon  Fountain  i 

seems  clearly  a  harbinger  of  that  most  Italianate  1 

of  garden  devices,  the  fully  developed  water! 

stairway.  Many  of  the  garden  embeUishments'' 

which  Professor  Coffin  discusses,  like  the  famous  1 

Water  Organ,   the  Walk  of  the  Hundred  I 

Fountains  or  the  Great  Oval  Fountain,  are  at 

least  known  to  most  visitors  to  Tivoli,  even  if ! 

imderstood  by  very  few.  But  others,  hke  the , 

Fountain  of  Rome  (a  miniature  replica  of  the ! 

city)  and  the  Grottos  of  Venus  and  Diana,  arc  1 

frequently  overlooked  or  disregarded.  i 

I 

i 
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Not  the  least  interesting  or  important  part  of 

I'lptl-'isor  t'odin's  discussion  is  his  analysis  of  the 
K >Mu\i;rapliic  relationship  between  the  frescoes 
of  tlie  villa  and  tl>e  ornamentation  of  the  garden, 
ill  of  which  he  would  interpret  as  allegorical 
tcrences  to  the  eternal  struggle  between  Virtue 
id  Vice.  Although  in  tiiis  case  the  subject 
itter  is  almost  exclusively  classical,  it  is  prob- 
.'ly  not  without  Christian  overtones.  Needless 

0  say,  the  implication  is  clear  that  Ippolito 
d'Estc  has  chosen  the  path  of  virtue  and  through 
the  exercise  of  chastity,  temperance  and  pru- 
ionce  could  expect  to  achieve  his  goal  of 

amortality.  For  the  designer  of  the  gardens  at 

1  ivoli,  the  author  supports  the  traditional 
irtribution  to  I'irro  Ligorio,  while  at  the  same 

lie  pointing  out  that  this  must  remain  an 

sumption  for  which  he  has  been  unable  to  find 
.lear  documentary  confirmation. 

In  his  two  fmal  chapters  Professor  Coffin 
iiscusses  the  later  history  of  the  villa  and 

irdens,  their  appreciation  by  generations  of 
V  isitors  and  their  subsequent  influence  through- 
out Europe. 

Dr.  Coffin  is  a  professor  of  art  and  archaeology 
It  Princeton  University  and  his  study  of  the 
\  illa  d'Estc  is  pubUshed  as  one  of  the  regular 
cries  of  monographs  sponsored  by  his  depart- 
ment. This  point  seems  worth  making,  since  its 

'..itively  high  price  might  suggest  that  this  is 
luothcr  of  the  sumptuous  art  books  which  have 
ippeared  in  recent  years  and  which  are  to  be 

lucd  chiefly  for  their  handsome  plates.  Not 

..It  the  illustrations  of  The  Villa  d'Este  at  Tivoli 
ire  in  any  way  inferior  or  unsatisfactory  for 
heir  purpose;  relatively  modest  in  size  (only  six 
?ire  full  page),  many  of  the  reproductions  are 
•xcellent  and  all  well  perform  their  primary  task 
>f  illustrating  the  text.  Carefully  documented 
jid  clearly  presented.  Professor  Coffin's  study  is 
rertain  to  be  the  primary  source  for  the  study  of 
he  Villa  d'Este  for  many  years  to  come;  an 

I  ssential  reference  for  all  scholars  working  in  the 
ield  as  well  as  a  useful  guide  for  anyone  who  is 
eriously  interested  in  Italian  art. — G.B.T. 

FLEMISH  PAINTERS.  HISTORICAL 
SURVEY  (1430-1830):  By  R.  H.  Willenski. 
(London:  Faber  &  Faber.  ^12  12s.  net.) 

E  are  told  by  the  publishers  that  Mr.  Wilenski 
^  been  engaged  for  twelve  years  on  the 
:  reparation  of  this  work;  a  length  of  time  not  at 

II  surprising  in  view  of  its  ambitious  character 
nd  the  heavy  labours  involved.  There  are  two 
irge  and  admirably-produced  volimies — the 
ijst  devoted  to  a  historical  survey  of  Flemish 
lainting  covering  about  four  hundred  years, 

cm  its  origins  down  to  1830,  taking  in  Holland 
efore  the  separation  of  the  Netherlands;  a 
iographical  dictionary  with  no  less  than  2,500 

:ries  (inconsistently  including  the  names  of 

■  mg  artists) ;  and,  finally,  a  bibliography,  which 
learly  aims  to  be  inclusive  and  in  consequence  is 
f  formidable  length.  The  second  volume 
ontains  16  colour  plates  (in  quality  rather  above 
le  ordinary  standard)  and  nearly  900  half-tone 
Uistrations,  which  considering  the  great  divers- 
of  their  sources,  are  quite  exceptionally  good. 

Unquestionably  Flemish  Painters  is  an  impres- 
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sive  monument  to  the  author's  patient  invest- 
igations, and — if  we  also  accept  the  validity  of 
Mr.  Wilenski's  principles — to  his  painstaking 
and  scrupulous  regard  for  facts.  The  literature  on 
the  subject  though  very  extensive  is  highly 
specialised,  and  there  is  nothing  which  in  range 
and  scope  can  challenge  comparison  with  this 
comprehensive  undertaking;  though  unhappily 
the  confident  claim  of  the  blurb,  that  it  is  'a 
majestic  contribution  to  art  history'  carmot, 
without  substantial  qualifications,  be  allowed. 
The  value  and  utility  of  the  whole  is  gravely 
impaired  by  the  method  pursued — or  rather  by 
two  fatal  principles  or  theories — which,  rigidly 
apphed  to  the  22  chapters  make  whole  tracts  of  a 
narrative,  already  from  the  nature  of  the  subject 
inevitably  complex,  almost  unreadable;  despite 
the  author's  'genius  for  lively  presentation'. 
Mr.  Wilenski  has  long  been  knovra  to  be  a 
writer  with  a  strongly  personal  and  idiosyncratic 
approach  to  the  arts.  Embarking  on  this  enter- 
prise in  an  evil  hour  he  conceived  the  notion  that 
the  development  of  Flemish  painting  could  only 
be  made  intelligible  against  the  background  of 
political  history.  So,  as  a  preface  to  each  section 
we  are  presented  with  a  severely  condensed 
catalogue — a  sort  of  prose  fusilade  of  sentences, 
in  which  inverted  commas  abound — diligently 
recording  political  events  all  over  Europe, 
however  remote  their  bearing  on  the  main 
theme ;  while  social  and  economic  factors,  for  aU 
their  direct  influence  on  contemporary  Flemish 
painting,  are  treated  as  of  minor  account. 

But  there  is  another  and  much  more  serious 
error  of  judgment  which  has  sadly  diminished 
the  value  of  the  book  as  a  work  of  reference  and 
led  to  an  astonishing  proliferation  of  awkwardly- 
invented  titles,  substituted  by  the  author  for 
famous  or  familiar  names.  He  curtly  dismisses 
all  attributions,  and  will  only  admit  into  the 
canon  of  each  painter's  work  pictures  which  are 
either  signed  or  documented.  The  critical 
methods  by  which  our  knowledge  of  many 
great  artists  has  been  immeasurably  enlarged  are 
summarily,  even  scornfully,  repudiated,  thus 
sweeping  aside  a  great  part,  and  surely  by  far  the 
most  valuable,  of  aU  that  has  been  achieved  by 
the  labours  of  critics  and  art-historians.  Not  only 
should  aU  attributions  of  Flemish  pictures  arrived 
at  by  stylistic  and  morphological  tests  be  dis- 
regarded,  but  presumably  the   same  stem 


principle  must  be  applied  to  every  school — to 
Itahan  painting,  for  instance,  and  to  the  findings 
of  specialists  in  that  field  from  Crowe  and 
Cavalcasclle  down  to  Berenson,  If  only  for  the 
confusion  it  produces  concerning  the  identity  of 
painters  (scarcely  mitigated  by  complicated 
cross-references)  this  principle  must  be  held  to 
be  quite  disastrous.  The  resolute  attempt  to  be 
consistent  inevitably  lands  the  author  into 
impossible  predicaments.  To  multiply  examples, 
if  practicable,  would  be  tedious:  One  may  serve. 
Under  Rubens,  Peter  Paul,  in  the  biographical 
dictionary  there  is  a  very  long  list  of  signed  and 
documented  works,  but  all  that  can  be  done  for 
The  Chdteau  de  Stcctt,  The  Rape  of  the  Sabines,  or 
The  Wallace  Collection  Landscape  with  Rainbow, 
is    to   include    them    at    the    end  among 
'Traditionally  Ascribed  Examples' !  This  surely 
is  the  ultimate  reductio  ad  absurdmn  of  the 
principle.  But  there  arc  hmits  to  Mr.  Wilenski's 
almost  fanatical  scepticism,  and  we  reach  them 
in  the  case  (crucial  for  the  sanctity  of  his 
principle)  of  Hubert  van  Eyck.  For  his  participa- 
tion in  the  painting  of  The  Adoration  of  the 
Lamb  the  inscription  on  the  frame,  if  put  on 
when  the  picture  was  done,  is  the  only  coeval 
'documentary'  evidence,  style  as  a  test  of  course 
being  excluded.  As  the  inscription  is  incontest- 
ably  of  sixteenth-century  date  so  Mr.  Wilenski 
surmises  it  was  renewed  at  that  period,  but  there 
is  really  no  evidence  that  it  reproduces  an  original 
inscription  crediting  Hubert  with  a  share  in  the 
work. 

Such  being  the  author's  standpoint,  it  is  not  to 
be  expected  that  he  should  indulge  in  subjective 
or  interpretative  criticism  and  his  historical 
introduction,  apart  from  the  politics,  is  mainly 
concerned  with  artists  whose  names  and  activi- 
ties are  recorded  in  contemporary  archives,  the 
legends  of  saints,  the  miracles  recorded,  the 
identity  of  sitters,  and  the  persistence  of  trad- 
itional motifs  and  conventions — all  topics  which 
may  be  properly  regarded  as  relevant  though 
scarcely  more  than  incidental  to  the  subject. 

The  volume  of  plates  with  its  copious  and 
judiciously  selected  illustrations  will  be  of 
inestimable  value  to  students,  particularly  for  the 
lavish  representation  of  works  by  minor  and 
little-known  artists.  The  eccentricity  of  the 
captions  to  some  early  and  universally  known 
pictures  may  be  regarded  as  no  more  than  a 
minor  inconvenience. — R.E. 

CRETE  IN  COLOUR:  Text  by  Olivier 
Reverdin.  Photographs  by  R.  G.  Hoegler,  with 
88  plates  in  colour.  (London:  Thames  & 
Hudson.  ^5  5$.  net.) 

THE  title  of  this  book  neatly  sums  up  its  virtues. 
The  dust  jacket  is  perfectly  correct  when  it  states 
that  its  main  appeal  is  to  the  eye.  As  in  the 
admirable  predecessor,  Greece  in  Colour,  the 
approach  to  the  past  is  oblique.  There  are  photo- 
graphs of  a  country  as  it  is  today  side  by  side 
with  the  ruins  and  works  of  art  for  which  we 
value  a  civihzation  of  the  past.  This  Claudian 
juxtaposition  of  flourishing  nature  and  weather- 
ed ruins  imparts  a  poignant  poetry  of  associations 
to  the  natural  scene  just  as  it  breathes  life  into  the 
buildings  and  objects  made  thousands  of  years  ago. 
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The  88  plates  are  interwoven  with  an  unusual- 
ly wcll-WTitten  commentary  by  Professor 
Olivier  Reverdin.  Professor  Reverdin  briefly 
covers  the  history  of  the  island  from  the  Stone 
Age  down  to  the  present  day,  but  it  is  natural 
that  the  Minoan  civihzation  that  flourished  from 
f.  2600  to  c.  1400  B.C.  should  occupy  most  of 
his  attention:  just  as  its  ruins  and  products, 
chosen  exclusively  from  the  museum  at  Herak- 
hon,  take  up  a  generous  proportion  of  the  plates. 

In  spite  of  the  excavations  imdertaken  by 
Evans  and  a  host  of  subsequent  archaeologists, 
the  stor>-  of  Knossos,  the  palace,  the  people,  the 
dviUzation  still  remains  all  too  fragmentar>-. 
Linear  A  script  may  be  the  most  intriguing  but  it 
is  by  no  means  the  only  riddle  with  which  the 
scholar  has  to  contend.  It  is  a  merit  of  the  text 
that  Professor  Reverdin  takes  these  hurdles  with 
a  commendable  lack  of  strain.  The  religion,  the 
customs  and  the  way  of  hfe  are  described  with  as 
much  detail  as  the  facts  permit,  but  as  the  book 
is  not  intended  for  the  scholar,  conflicts  of 
opinion  have  been  kept  to  a  minimum.  The 
current  controversy  over  dating  has  been 
\'irtually  ignored. 

Your  reviewer  fmds  this  book  very  agreeable. 
The  photographs  by  the  late  R.  G.  Hoegler  are 
technically  excellent,  and,  what  is  more  import- 
ant, they  convey  something  of  the  real  magic  of 
the  Mediterranean:  the  soft  bleached  colours  of 
the  earth  in  summer ;  the  blue  sea  which  Homer 
incomparably  described  as  'wine  dark';  and  the 
light  that  fills  the  sky  for  miles,  yielding  up 
distant  horizons  imimaginable  to  northern  eyes 
accustomed  to  the  confinements  of  mist  and 
haze. 

For  once  in  a  book  we  are  invited  to  study  the 
seemingly  irrelevant :  the  flowers,  the  landscape, 
the  people,  the  colour.  But  as  they  provide  the 
works  of  art  with  a  physical  and  spiritiial 
context,  these  'views'  become  not  only  relevant 
but  of  far  more  actual  importance  than  any 
amount  of  clever  cataloguing. — K.R. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

AN  authoritative  account  of  the  history  of 
decorated  and  patterned  papers  has  long  been 
wanted.  It  is  now  handsomely  supplied  by  Albert 
Haemmerle's  Btmtpapier,  pubhshed  by  CaUwey 
in  Munich  at  64DM  and  obtainable  in  London 
from  Tiranti  at  i8s.  od.  The  subject  gives  a 
rare  opportunity  for  a  beautiflil  book:  the  pro- 
ject has  been  subsidized  by  Buntpapierfabrik  AG 
Aschaffenburg,  in  celebration  of  the  firm's  one 
hundred  and  fiftieth  anniversary,  and  the  result 
is  a  work  of  quite  exceptional  attractiveness.  The 
size  is  almost  square,  11  in.  X  9 J  in.,  and  the 
book  consists  of  one  hundred  and  ninety-six 
pages  of  art  paper  (containing  one  hundred  and 
fifty-five  monochrome  half-tone  illustrations), 
fifty-four  pages  of  bibliography  and  index,  and 
eighteen  tipped-in  colour  plates,  of  which  two 
are  four-colour  half-tones,  two  are  superb 
examples  of  the  skill  of  Sidney  Cockerell  of 
Letchworth,  showing  old  styles  of  marbling,  and 
the  rest  are  litho-offset  facsimiles,  by  Aschaffen- 
burg, of  old  papers  in  various  collections,  mostly 


on  the  Continent,  but  including  four  from  the 
Cambridge  collection  of  Mrs.  Olga  Hirsch 
(described  in  The  Connoisseur  Year  Book,  1961). 

Apart  from  the  many  lovely  examples  of 
patterns  themselves,  the  black-and-white  illus- 
trations include  some  exceedingly  interesting 
photographs  of  rare  eighteenth-century  pat- 
terned paper  sample  books. 

The  simple,  but  very  beautiful,  old  Italian 
patterned  papers  (often  reproduced  on  the  covers 
of  Insel-Verlag  books)  are  not  illustrated,  nor  is 
mention  made  of  modem  patterned  papers,  such 
as  those  commissioned  by  Insel  Verlag  and  the 
Curwen  Press. 

Italian  Cardats  by  Georgina  Masson  (Thames 
&  Hudson,  ^4  4s.)  is  another  book  whose  sub- 
ject offers  a  pleasant  opportunity  to  the  book 
designer.  The  jacket  states  that  the  book  contains 
two  hvmdred  and  thirteen  photographs,  but 
ninet\--nine  of  these  are  reproductions  of  old 
paintings  or  engravings  of  gardens  and  flowers. 
The  remaining  one  hundred  and  fourteen  photo- 
graphs by  Miss  Masson  are  so  good  that  one 
wishes  the  proportion  of  historical  material  was 
not  so  high.  There  are  two  superb  photographs 
in  colour,  which  again  make  one  wish  for  more. 
All  the  rest  of  the  plates  are  printed  in  mono- 
chrome photogra\iire  by  Braim  &  Cie  of 
Mulhouse :  the  separation  of  the  captions,  which 
are  printed  on  the  text  pages,  is  an  inconvenience 
made  worse  by  the  large  size  (i2f  in.  X  loj  in.) 
and  weight  of  the  book.  The  text,  also  by  Miss 
Masson,  is  printed  on  hea\-y  cartridge  paper  of 
five  different  shades,  which  no  doubt  makes  the 
book  look  prettier  to  all  except  those  who  want 
really  to  read  it.  Reading  is  also  slightly  incon- 
venienced by  the  omission  of  indents  at  the 
beginning  of  paragraphs. 

Italian  Gardens  is  a  handsome  book,  because 
Miss  Masson  is  a  good  photographer:  but  one 
cannot  help  wondering  how  else  it  could  have 
been  designed,  and  in  partictilar,  if  it  could  not 
have  been  made  smaller,  for  the  sake  of  the  many 
travellers  who  wiU  certainly  want  to  take  it  to 
Italy  with  them. 

The  latest  volume  in  Methuen's  'Art  of  the 
World'  series  is  Leonard  WooUey's  Mesopotamia 
and  the  Middle  East  (45s.).  The  series  originates 
from  HoUe  &  Co  in  Baden-Baden,  where  it  has 
been  designed;  the  printing  has  been  done  by 
Meijer  of  Amsterdam.  The  principal  interest  of 
the  book  from  the  design  point  of  view  (and 
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probably  for  the  majority  of  readers)  hes  in  the' 
colour  plates,  of  which  there  are  no  less  thati 
sixty,  printed  letterpress  and  tipped  on  to  teat! 
pages.  Their  quaHr>'  varies,  but  the  best  are  very 
good.  Some  are  of  rather  small  size,  and  this  is  a' 
process  in  which  reduction  does  not  help  clarity. 

Jewels  of  Light,  printed  by  Landesdruckerd* 
Sachsen,  of  Dresden,  and  published  by  V.  E.  B.j 
Edition  of  Leipzig  at  DM12,  contains  twenty- 
four  reproductions  in  colour  offset  of  paintingi! 
by  contemporary  Chinese  artists,  each  one  illus- 
trating a  Chinese  proverb  translated  into  English.) 
Despite  the  unpromising  title,  both  text  andj 
illustrations  are  enjoyable.  j» 

BOOKS  RECEIVED  | 

(The  inclusion  of  a  book  in  this  Ust  does  not] 
preclude  us  from  publishing  a  review  later.)  j 

The  Museums  Journal.  Volume  62.  No.  i.j 
June  1961.  No.  2.  September  1961.! 
(Quarterly).  London:  The  Musemns  Assoda- 
tiou  (33  Fitzroy  Street,  Fitzroy  Square, W.i).i 
los.  each  copy.  " 

The  Old  Water-Colour  Society's  Club.  Thei 
Thirty-Sixth  Annual  Voltmie:  Edited  by- 
Adrian  Bury,  R.W.S.  London:  The  Old! 
Water-Colour  Society  (26  Conduit  Street  ^ 
W.i).  Issued  only  to  members.  |^ 

English  Cottage  Furniture:  By  F.  Gordon] 
Roe.  (New  Edition:  Re\ised  and  enlarged).! 
London:  Phoenix  House  Ltd.  30s.  net.  1 

Golden  Decade.  The  Story  of  Impression- 1 
ism:  By  LawTcnce  and  Elizabeth  Hanson,  i 
London:  Martin  Seeker  &  Warburg.  30s.  net  1 

Italian  Blown  Glass  ftom  ancient  Rome  to 

Venice:  By  Giovanni  Mariacher.  London: 
Thames  &  Hudson.  ;^8  8s.  net. 

What  is  a  Professor  of  Fine  Art  ?  An  1 
inaugural  lecture  delivered  in  the  Univer- 1 
sity  of  Hull  on  17  November  i960:  By 
Sir  John  Summerson.  Hull:  University  of' 
Hull  PubUcarions.  2s.  6d.  net. 

Art  Treasures  for  America.  An  Anthology 
of  Paintings  and  Sculpture  in  the  Samuel] 
H.  Kress  Collection:  Prefaces  by  John  i 
Walker  and  Guy  Emerson.  Commentary  byii 
Charles  Seymour,  Jr.  London:  Phaidon  Press.  | 
60s.  net.  '' 

Greek  Island  Embroidery:  By  Pauline; 
Johnstone.  London:  Alec  Tiranti.  30s.  net 

Roman  Imperial  SciJpture:  By  D.  E.  Strong.  ( 

London:  Alex  Tiranti.  30s.  net.  \ 

The  Last  Romantic:  By  Martin  Bimbaum.i 
Introduction  by  Upton  Sinclair.  New  York:,i 
Twayne  Publishers.  Available  in  Great  1 
Britain  from  Bernard  Quaritch  Ltd.,  11 
Grafton  Street,  London,  W.i.  U.S.A.:  $6.00.  I 
Great  Britain:  ^2  5s.  j 

Antique  Furniture  by  Nova  Scotian  Crafts-  ^ 
men:  By  George  E.  G.  MacLaren.  Advisory  ! 
Editor:  Phyllis  R.  Blakeley,  M.A.  (DaL).  | 
Toronto:  The  Ryerson  Press.  $12.00.  ] 
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To  a  capacity  house  of  2,000  people  (20,000  had  been  to  the  p re-view). 
New  York's  Parke-Bernet  Vice-President  Louis  J.  Marion  disposed  of  the 
Erickson  Collection  of  Old  Masters  in  60  minutes  on  November  15  for  a 
net  total  of  4,679,250  dollars  (;(^  1,671, 000) ;  2,300,000  dollars  (^821,000)  of  it 
on  a  Rembrandt.  Four  of  them  are  here  illustrated.  The  frices  secured  by 
the  remainder  are  shown  below. 

(Above,  left).  Rembrandt's  Aristotle  Contemplating  the  Bust  of  Homer. 
Acquired  by  the  Metropolitan  Museum,  with  the  financial  help  of  Trustees 
and  others,  for  Dollars  2,300,000  (under-bidder,  Messrs.  Rosenberg  and 
Stiebel).  The  late  Alfred  Erickson  paid  Dollars  580,000  (_^207,000)  for  it 
in  1932;  Rembrandt  received  500  guilders  for  it  in  1653.  (Centre,  extreme 
left).  J-B.  Nattier.  La  Marquise  de  Baolion.  Dollars  175,000  (^^62,500). 
(Centre,  left).  Jan  Mostaert.  Portrait  of  a  Man,  panel,  c.  1520-30.  Dollars 
11,000.  (Below).  The  Master  of  St.  Augustine,  Scenes  from  the  Life  of  St. 
Augustine,  c.  1490.  Dollars  110,000. 

Other  pictures  in  the  24-lot  sale  were:  Mostaert  (pair  to  above).  Portrait 
of  a  Lady  (Dollars  11,000) ;  Sir^Anthony  van  Dyck,  Genoese  Officer  (27,000) ; 
Gerard  ter  Borch,  Aelbert  Nilant  (22,000);  Gerard  ter  Borch,  Johanna 
Quadacker  Bannier  (22,000);  Lucas  Cranach,  Princess  Sibylle  (105,000);  Hans 
Holbein,  Sir  George  Nevill  (35,000);  Carlo  Crivelli,  Madonna  and  Child 
(220,000);  Perugino,  St.  Augustine  (125,000);  Rembrandt,  Portrait  of  an 
Old  Man  (180,000);  Frans  Hals,  Man  with  a  Herring  (145,000);  Rembrandt, 
Prince  Frederick  Henry  of  Orange  (110,000);  Louis  Tocque,  Mile  Le  Mercier 
(20,000) ;  J.  H.  Fragonard,  La  Liseuse  (875,000) ;  Hubert  Robert,  Le  Pont 
de  Pierre  (15,000);  Hubert  Robert,  Au  Bois  (15,000);  Thomas  Gains- 
borough, R.A.,  Dorothea,  Lady  Eden  (35,000);  Sir  Henry  Raeburn,  R.A., 
Quintin  McAdam  as  a  Boy  (60,000);  George  Romney,  Mrs.  James  Lowther 
(32,000);  Sir  Henry  Raeburn,  R.A.,  Captain  David  Kinloch,  R.N.  (7,250); 
George  Romney,  The  Young  Squire  (22,000). 

2  80  dollars  =  £1. 


53 


International 
Saleroom 


I.  A  gold,  enamel  and  jewelled  box,  3^  in.  wide, 
Workmaster  Michael  Perchin.  ;^4,200  (Chris- 
tie's). 2.  Faberge  Imperial  Easter  Egg, 
known  as  the  Cross  of  St.  George  Egg  and  the 
last  to  be  made  in  a  series  of  fifty-seven  execu- 
ted by  Faberge,  3i  in.  high.  1,000  (Sothe- 
by's). 3.  Rare  gold  and  enamel  South  German 
Renaissance  openwork  pomander,  3  in.  high, 
third  quarter  of  the  sixteenth  century.  ;{)8,I90 
(Christie's).  4.  French  ivory  triptych,  of  the 
Death,  Assumption,  and  Coronation  of  the 
Virgin  Mary,  io|  in.  high.  £5,250  (Christie's). 
5.  Diamond  tiara,  sold  from  the  jewels  former- 
ly belonging'to  Cornelia,  Countess  of  Craven, 
originally  purchased  in  Paris  by  her  father,  Mr. 
Bradley  Martin  of  New  York,  in  1889  for 
£6,186.  Xi40.000  (Sotheby's).  Total  for  the 
Craven  jewels:  £27^,483. 
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6.  Canaletto.  A  View  of  Santa  Maria  delta 
Salute,  and  the  Grand  Canal,  53^  /  91^  in. 
^40,000,  an  auction  room  record  for  this 
artist,  the  last  recorded  highest  price  being 
;{|32,ooo  (Sotheby's).  7.  An  important  French 
chasse  of  Champleve  enamel,  8^  in.  wide, 
Limoges,  thirteenth  century.  jr^9,2\o  (Chris- 
tie's). 8.  The  celebrated  Crevecoeur  armorial 
Hispano-Moresque  dish,  in  the  centre  the  arms 
of  Isabel,  wife  of  Philip  de  Crevecoeur,  Mare- 
chal  des  Cordes,  17^  in.,  second  half  of  the 
fifteenth  century.  ;{ji,8oo  (Sotheby's).  9.  The 
Combe  Abbey  mahogany  pedestal  library 
table  by  Thomas  Chippendale :  top  4  ft.  by  8  ft., 
2  ft.  8  in.  high,  presumed  to  have  been  made  for 
William,  5th  Baron  Craven,  for  Combe 
Abbey,  Warwickshire.  ;{ji3,ooo  (Sotheby's). 
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10.  J-B.  C.  Corot.  Venus  au  Bain,  46  -  35^  in.  Sold  in  1956  at  Sotheby's  for  ;{;27,ooo.  From  tfael 
collection  of  the  Maharanee  Seethadevi  Gaekwar  of  Baroda.  NF.  690,000  (Palais  Galliera:  Com-i 
missaires-Priseurs,  Me.  Maurice  and  Me.  Philippe  Rheims).  11.  John  Singer  Sargent.  A  Java-: 
nese  Dancer,  68  -  3ii  in.  ^6,825  (Christie's).  12.  Hans  Memling.  The  Donor  Francisco  de  Rojas, 
f>anel,  42  20  in.  (De  Rojas  was  Ambassador  of  Ferdinand  of  Aragon  and  Isabella  of  CastUle.  Ill' 
1496  he  stood  proxy  for  the  Dauphin,  John  of  Aragon,  at  his  marriage  in  Cambrai  to  Margaret  of 
Austria,  daughter  of  Mary  of  Burgundy  and  Maximilian  I.)  _^i7,ooo  (Sotheby's).  13.  Thel 
highly  important  Sutherland  wine  cistern,  by  Paul  de  Lamerie,  1719.  Overall  width  38  in.,; 
width  of  bowl  25  in.,  overall  height  18  in.  _;{|27,ooo  (Christie's).  13  -77  NF  = 
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1.  Two  stipple  engraved  wine  glasses,  both  by  David  "VX'olff.  late  eighteenth  century.  Selling 
at  Sotheby's  in  February. 

2.  In  an  important  jewel  sale  at  Sotheby's  on  January  29:  an  emerald  and  diamond  necklace. 

3.  The  only  recorded  spherical  astrolabe,  3I  in.  diameter.  Eastern  Islamic,  dated  1480  81,  in 
brass  with  silver  inlay.  To  be  included  in  a  sale  at  Sotheby's,  on  February  26,  with  the  Findlay 
Collection  of  Scientific  Instruments  (Part  II). 

4.  Selling  at  Sotheby's  on  January  i8:  a  14  in.  diameter  George  I  silver-gilt  Monteith,  by 
Benjamin  Pyne,  London,  1715. 
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AMERICAN  SECTION 


II  Bacchiacca  at  Baltimore 

Gertrude  Rosenthal  (Chief  Curator,  The  Baltimore  Museum  of  Art) 

I 


THE  Baltimore  Museum's  exhibition  Bacchiacca  and  His 
Friends  featuring  Florentme  Mannerist  painting  and  drawing 
between  1520  and  1570,  held  last  year,  proved  a  tremendous 
success,  a  fact  that  came  somewhat  as  a  surprise  to  its  organizers. 
Upon  the  lucky  find  of  a  major  work  (No.  i)  by  Bacchiacca,  the 
Director,  Adelyn  D.  Breeskin,  and  this  writer  thought  it  desirable 
to  display  first  this  new  and  unusual  acquisition  in  context  with 
other  paintings  by  the  same  artist,  and  also  with  a  few  works  by 
his  Mannerist  contemporaries. 

This,  our  very  modest  plan,  called  for  a  small  exhibition, 
containing  a  maximum  of  twenty  examples.  Was  not  Florentine 
Mannerism  after  all  a  kind  of  back  alley,  away  from  the  highroads 
of  great  art  and  hard  to  accept  by  the  layman  ■  We  had  been  told 
by  one  of  the  collaborators  on  the  'Triumph  of  Mannerism' 
(Amsterdam,  1955)  that  this  excellent  and  comprehensive  ex- 
hibition, though  celebrated  by  scholars,  had  not  been  received  too 
favourably  bv  the  general  public.  Moreover,  was  there  not  ample 
proof  that  Mannerist  art,  with  the  exception  of  Bronzino's 
portraits,  never  had  been  in  demand  m  the  United  States  ■  How 
then  could  Mannerist  works,  often  obscure  m  their  iconographv 
and  weird  m  concept  and  execution,  possibly  be  of  enough 
interest  to  our  visitors  to  warrant  a  major  exhibition;  Such  were 
our  thoughts  at  the  start  of  our  project.  To  our  amazement  the 
museums  and  private  collectors  whom  we  approached  for  loans 
responded  so  enthusiastically,  assuring  us  of  the  value  and  appeal 
of  such  a  show,  that  we  discarded  our  reservations  and  decided 
upon  givmg  as  comprehensive  a  representation  to  Bacchiacca  as 
was  possible  without  borrowing  from  European  sources.  The 
intended  small  group  of  Mannenst  works  grew  to  fifrs*;  the 
scope  of  the  exhibition  was  further  extended  to  include  examples 
of  the  quattrocento  tradition  still  practiced  in  Florence  during 
Bacchiacca's  career;  as  well  as  paintings  and  drawings  bv  Andrea 
del  Sarto,  Era  Bartolommeo  and  other  High  Renaissance  artists 
who  had  influenced  our  protagonist.  Though  the  majority  of  the 
works  assembled  was  by  masters  more  famous  than  Bacchiacca. 
this  necessarily  brief  report  will  be  focused  on  the  painter  who  was 
the  instigator  of  our  venture. 

Never  before  had  Bacchiacca  been  featured  in  an  exhibition 
either  in  America  or  abroad.  Nor  has  he  been  the  subject  of  anv 
comprehensive  investigation.  The  fact  that  thus  we  were  pursumg 
an  uncharted  course  lent  a  certain  excitement  to  our  project. 
Could  enough  Bacchiacca  paintings  be  assembled  to  represent  his 
srv'le  adequately  and,  in  case  this  was  achieved,  would  the  artistic 
calibre  of  his  work  prove  to  warrant  such  a  showing :  We  feel  that 
both  questions  were  answered  in  the  affirmative  by  the  exhibition. 

Aside  from  the  panel  found  in  Baltimore  we  were  able  to 
locate  in  the  United  States  seventeen  paintings,  undoubtedly  by 
Bacchiacca's  hand,  twelve  of  which  are  owned  by  museums, 
three  by  dealers  and  two  by  one  collector.  All  were  included  in 
the  exhibition  with  the  exception  of  the  important  Gathering  of 
Manna  (Kress  Collection,  National  Gallerv-  of  Art)  and  Lady  with 


i 
I 

Soseo^ay,  (Gardner  Collection.  Boston)  which,  because  of  lending  1 
restrictions,  unfortunately  could  not  be  made  available.  The  ! 
assembled  panels,  showing  various  aspects  of  Bacchiacca's  ' 
maimer,  seemed  to  us  to  constitute  a  meaningful  selection  from  ] 
his  oeuvre  of  which  approximately  a  hundred  paintings  can  be  ^ 
assumed  to  have  survived.  Experts'  opinions  have  varied  concern-  j 
ing  the  total  number  of  Bacchiacca  paintings,  ever  since  Morelli,  j 
almost  ninety  years  ago,  made  the  first  scholarly  study  of  this  j 
artist  and  attributed  twenty-one  panels  to  him.  In  the  only  attempt  j 
at  a  catalogue  raisomie,  in  1926,  Arthur  McComb  discarded  two  ] 
of  Morelli's  ascriptions,  listing  a  total  of  fifty-four.  In  the  mean-  ' 
time  some  of  McComb's  attributions  have  been  changed  and 
many  more  paintings  added  to  Bacchiacca's  oeuvre.  In  1939  1 
Roberto  Salvini'  accepted  eighty-six  works  as  by  Bacchiacca,  a 
count  which  has  increased  because  of  a  number  of  more  recent  * 
discoveries. 

The  artistic  personality  of  Bacchiacca  that  emerged  from  the 
exhibition  is  a  puzzling  one  and  does  not  correspond  to  that 
outlined  bv  Hermann  Voss-  who  presents  him  at  best  as  an  able  j 
designer  but  completelv  lacking  in  originalirv'  as  a  painter.  Even  1 
though  Bacchiacca,  apparently  without  any  scruples,  appropriated  ; 
for  his  own  creations  innumerable  details  from  the  works  of  his  j 
Italian  contemporaries,  as  well  as  from  prints  by  Diirer,  Lucas  van  ' 
Leyden  and  other  northern  artists,  he  chose  and  applied  his  ■ 
"borrowings'  with  rare  selectivity  so  that  his  exploits  always  j 
remained  within  the  range  of  his  particular  talent.  Voss' judgment  ; 
must  have  been  led  astray  by  the  fact  that  so  many  single  elements 
in  Bacchiacca's  compositions  can  be  traced  to  other  sources. 
However,  not  one  Bacchiacca  panel,  viewed  as  a  whole,  resembles  , 
anv  other  painter's  work. 

It  has  to  be  emphasized  that  Bacchiacca  belonged  to  the  first 
generation  of  Florentine  Mannerists,  of  which  Pontormo  and  1 
Rosso  were  the  leaders.  Any  comparison  with  their  works  makes  ; 
it  evident  that  Bacchiacca  not  onlv  could  not  measure  up  to  these  \ 
strong  and  imaginative  masters  but  also  that  he  obviously  never  j 
attempted  to  emulate  them.  His  paintings  seem  always  to  retain  a  ' 
quattrocento  flavour  whether  they  reveal  the  influence  of  Era  ; 
Bartolommeo,  Leonardo  plus  a  direct  theft  from  Lucas  van  , 
Levden  as  does  the  Madonna  and  Child  with  Saints  Elizabeth  and  ' 
John  (No.  2),  or  whether  they  are  variations  en  themes  by  ; 
Perugino  and  Diirer,  such  as  his  Adam  and  Eve  (No.  4).  There  is  an  j 
interest  in  detail,  a  predilection  for  the  narrative  in  his  composit- 
ions and  an  air  of  naivete  and  cnspness  about  most  of  his  figures  ■ 
which  relate  them  to  an  earlier  period. 

However,  despite  his  consistent  use  of  fifteenth-century  devices,  | 
Bacchiacca  was  not  a  conservative.  It  seems  that  from  his  training,  j 
anchored  in  the  fifteenth-century  tradition,  he  developed  at  once 
his  own  special  brand  of  Mannerism.  Though  adapting  from  the 

1  Thienie-Becker,  AHgemeines  Lexikon  der  Bildenden  Kunstkr,  XXXIII,  Leipzig, 
1939,  PP-  522-523- 

-  Die  Malerei  der  Spatrenaissance  in  Rom  imd  Florenz,  Berlin,  1920. 
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I.  Madonna  and  Child,  34  x  27  in.  The  Baltimore  Museum  o  f  A  rt. 
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2.  Madonna  and  Child  with  Saints  Elizabeth  and  John, 
48]  y  36  in.  Messrs.  Wildenstein,  New  York. 

3.  Madonna  and  Child  with  St.  John,  25^  x  19^  in. 
Messrs.  Wildenstein,  New  York. 


works  of  Fra  Bartolommeo,  Andrea  and  Michelangelo  whatever 
he  found  suitable  for  his  own  kind  of  art,  he  seems  never  to  have 
concerned  himself  with  the  basic  concepts  and  canons  of  the  High 
Renaissance,  which  must  have  been  utterly  foreign  to  his  artistic 
temperament  and  talent.  The  Mannerist  traits  in  Bacchiacca's 
paintnigs  are  not  conspicuous.  The  brooding  mood,  the  deep 
anxiety,  expressed  by  Pontormo  and  Rosso  and  by  some  of  their 
immediate  followers,  are  absent  from  Bacchiacca's  creations 
which,  instead,  convey  serenity  or  gentle  melancholy  as  in  Lady 
with  a  Vase  of  Flowers  (No.  5).  In  the  rare  instances  when  he 
depicts  a  dramatic  or  tragic  subject  (e.g.  The  Conversion  of  St.  Paul 
(No.  6)  or  Scene  from  the  Story  of  Siqismonda'  (No.  7),  his  figures 
become  puppets  which  go — quite  literally  speaking — through  the 
motions  only.  His  compositions  show  little  emphasis  on  the 
vertical,  and  his  figures  do  not  display  such  hallmarks  of  Manner- 
ism as  small  heads  and  broad  bodies.  Nor  are  they  placed  frontally 
in  the  foreground  of  his  pictures.  Depth  and  light  seem  to  be 
treated  in  the  quattrocento  manner  rather  than  according  to  the 
Florentine  Mannerist  formula  which  calls  for  shallow  space  and 
frontal  lighting. 

Let  us  not  be  deceived  by  the  fact  that  so  many  of  the  obvious 
Mannerist  characteristics  seem  to  be  missing  from  Bacchiacca's 

3  Formerly  titled  Allej^ory,  see  E.  Marseglia,  'The  Story  of  Sigismonda  as  Told  by 
Bacchiacca',  The  Baltimore  Museum  of  Art  News,  Spring  1961,  pp.  21-23. 


paintings.  At  first  glance  his  figures  may  appear  integrated  in 
natural  space.  Upon  further  examination,  however,  it  becomes 
evident  that  the  landscapes,  though  receding  properly,  are  but 
props  for  which  the  typical  closed  off  Mannerist  backgrounds 
could  be  substituted  without  affecting  the  principal  figures.  The 
landscapes  themselves  constitute  a  new  and  consequential  develop- 
ment in  Tuscan  art,  according  to  Howard  Merritt  who  has 
concerned  himself  with  certain  aspects  of  Bacchiacca's  style:*  'It 
was  Bacchiacca,  above  all,  who  seems  most  thoroughly  to  have 
explored  for  Florentine  painting  the  uses  to  which  the  new 
Mannerist  and  eclectic  approach  could  be  put  within  the  Gothic 
landscape  tradition.'  At  the  same  time  Merritt  points  out  'that  it 
would  be  however  a  mistake  to  conclude  that  there  is  any  unusual 
or  delicate  response  to  nature  in  his  works'. 

To  the  unprepared  onlooker  these  charming  stage-sets,  made 
up  of  details  that  were  pilfered  from  Northern  prints  and  Italian 
paintings,  rarely  are  reminiscent  of  the  sources  from  which  they  ' 
were  derived,  but  rather  suggest  a  strange  melange  of  Leonardo's 
and  Patinir's  landscape  types.  Though  similar  views  do  not  appear 

*  Bacchiacca  Studies.  The  Uses  of  Imitation  (Doctoral  dissertation,  Princeton,  1958, 
unpublished).  'Francesco  Ubertini  called  II  Bacchiacca'  in  exhibition  catalogue 
Bacchiacca  and  His  Friends  {The  Baltimore  Museum  of  Art  News,  Winter  1961).  The 
quotes  following  above  have  been  taken  from  the  latter  publication,  p.  25. 
This  writer  would  like  to  acknowledge  gratefully  the  stimulation  and  wealth  of 
information  received  from  Dr.  Merritt's  paper. 
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u  otiu'i  M.iiiiuM  ist  [\imtinv;N,  tlu'ii-  is  .1  tin-lmi;  ot  litMv;litriu-(l  ,iiul 
•ontrivi'il  iimi\>lit\  .iboiit  tlu-m  th.it  iiulu  .iti-s  li.iii  liLuca's 
nvolviMiuMit  with  M.iiiiionsm.  This  kinship  is  imuh  more 
ibviinis  m  his  tii^iirc  stvlc.  I  lis  Maiioiin.is,  s.iiiiis  ,iiul  ,ill(  vj;orii,il 
igurcs,  ovfii  his  portraits,  art.-  not  rciuli-nngs  not  even  ukah/til 
^nfs — ot  hviiig  luiinan  hi'ings.  With  their  tro/cn,  prearranged 
.>oscs  ami  grcv.  stoiic-hkc  ricslitoiios,  acccntiiatcd  by  imilti- 
olouroil  liarmonts.  they  appear  removeil  troni  reahty  inhabit- 
nts  ot  an  artificially  created  world,  the  world  ot  Mannerism. 

Yet  It  should  be  observed  that  the  strange  mixture  of  refinement 
nd  conscious  primitivism,  characteristic  ot  the  early  phase  of  the 
ntidassical  stvle,  appears  moditied  in  liacchiacca's  work.  \  lis 
ancls  reveal  the  same  sophistication  so  distinct  in  the  art  of 
ontormo  and  other  early  Mannerists,  but  here  it  has  been  blend- 
d  with  true  naivete,  and  a  playtulness  which  sometimes  antici- 
ates  the  rococo,  as  in  LoLi  (No.  S). 

Much  has  been  made  ot  Bacchiacca's  eclecticism  which,  ot 
ourse.  in  part  can  be  explained  by  his  proximity  to  Mannerism. 
11  paintings  such  as  the  MdJoiitu}  iiiid  (Utild  with  Saints  {No.  2)  and 
he  Baltimore  Madotiiut  ami  Child  (No.  1)  he  seemed  to  have 
ractised — long  betore  they  were  tormulated — the  teachings  of 

asari  who  recommended  to  his  tellow  painters  copying  'the 
nost  bcautitul  objects,  and  afterwards  ciMnbining  the  most 
erfcct,  whether  the  hand,  head,  torso,  or  leg,  and  joining  them 
ogcther  to  make  one  figure,  invested  with  every  beauty  in  its 
ighcst  pertection  . '  Despite  his  plagiarism,  Bacchiacca  s  works 
^isplav  a  verv  detinite  stvle,  resulting  from  the  tact  that  his  choice 
>t  borrowed  motits  was  as  caretullv  geared  to  his  artistic  iiidivid- 
lalifv  as  was  the  integration  ot  these  "thetts"  into  his  own 

Quoted  tVoin  W.  Syphcr, /'('iir  Nf<;i;('>  (>/ R('»(i//.<,V(Ihc(' -Sfy/i  ,  Ncvv  York,  lyss,  p  loK. 


( oiupositions.  A  study  of  his  oeuvre  makes  it  clear  that  he  did  not 
contine  his  looting  to  other  sources  but  that  he  borrowed  also 
trom  his  own  works.  Among  the  examples  in  the  Baltimore 
exhibition  this  was  nuxst  strikingly  demonstrated  by  the  painting 
of  ('harity  (No.  9)  the  figure  of  which,  drapery  and  children 
included,  has  been  simply  lifted  from  Adam  and  live  (No.  4). 

I  lie  repeated  use  of  own  inventions  is  by  no  means  a  rare 
device.  The  paintings  of  greater  and  more  imaginative  masters 
than  Bacchiacca — Watteau,  (Jauguin  and  Matisse  at  once  come  to 
mind — are  filled  with  whole  figures  or  any  type  of  detail  cm- 
ployed  by  them  before  and  applied  over  and  over  again  in  new 
contexts.  In  these  instances,  experts  were  fully  aware  that  the 
respective  painters  drew  from  a  repertory  which  they  had  devel- 
oped at  certain  points  of  their  careers,  and  which  did  not  necessar- 
ily provide  any  definite  clues  to  the  chronology  of  their  works, 
in  Bacchiacca's  case,  however,  this  has  not  been  taken  into 
c(Misideration,  and  in  the  absence  of  documentary  evidence 
scholars  have  attempted  to  date  his  paintings  according  to  the 
recurrence  of  identical  or  similar  forms.  This  writer  believes  that 
this  method  is  not  workable;  and  suggests,  instead,  a  closer 
scrutiny  of  the  artist's  handling  of  colour  which  will  indicate  that 
he  employed  at  least  two  decidedly  different  processes. 

His  colour,  in  true  Mannerist  fashion,  is  always  decorative  and 
to  a  certain  extent  imaginary.  In  some  works,  such  as  the  Adam  and 
Uvv  (No.  4)  and  'ihc  Conversion  of  St.  Paul  (No.  6)  it  is  flat. 
Modelling  is  achieved  through  slight  variations  of  tones:  i.e.  the 
use  of  two  or  three  values  of  the  same  hue  (light,  medium  and 
dark),  a  technique  not  unlike  that  employed  by  many  quattrocento 
artists.  In  other  paintings,  however,  Bacchiacca  has  used  a  much 
more  complex  process,  resulting  in  a  resemblance  to  Andrea  del 


Adam  and  Eve,  c.  1518,  13J 
ohnson  Collection,  Philadelphia. 


II  in.  John  G.  5.  Lady  with  a  Vase  of  Flowers,  21J  /  18?  in.  The 

Museum  of  Fine  Arts,  Springfield,  Massachusetts. 
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6.  The  Conversion  of  St.  Paul,  38  /\  30J  in.  The  Rochester  Memorial  Art 
Gallery,  University  of  Rochester. 


7.  Scene  from  the  Story 
of  Si^isiiionda,  r.  1520, 
diiinieter  26^  in.  TUc 
Siimuel  H.  Kress  Collect- 
ion, New  York. 


8.  Leda,  15^       12  in.  The  Jack  Linsky  Collection,  New  York. 


N.irto  s  iiiolrmg  colmirs  but  acliiovcd  with  dirtcrcnt  moans.  Thus, 
in  (hilarity  (No.  ^))  tlio  drapery  hikls  oi  the  figure  have  hccn  first 
modelled  in  crimson  and  then  glazed  over  in  hhie,  producing  a 
violet  tone  that  retains  a  certain  transparency.  I  he  dress  of  the 
Liuiy  with  a  I  'a<c  of  I-lowcrs  (No.  s)  appears  to  be  a  faded  olive 
green  with  red  rubbed  over  it.  Htnvever.  under  magnification  it 
became  clear  that  the  basic  modelling  was  done  in  crimson  and 
later  glazed  over  with  the  pale  olive  green.  A  similar  handling  can 
be  noticed  in  Mtuioiitui  atid  Child  with  the  hijaut  St.  John  (No.  3). 
Here  the  Madonna's  sleeve  is  again  modelled  in  red  over  which  a 
vellowish  glaze  has  been  put,  though  to  the  naked  eye  the  process 
Nocnis  to  be  in  reverse.  These  examples  may  suffice  to  describe  a 
ochnique  in  which  the  paint  has  been  applied  in  several  super- 
inposed  layers,  with  the  underlaycr  being  visible  through  the 
ranslucent  glaze — an  application  of  paint  t]uite  distinguished  from 
that  used  in  the  first  group." 

Once  conscious  of  Bacchiacca's  different  methods  in  the  treat- 
ment of  colour,  one  is  tempted  to  assume  that  they  may  indicate 
different  phases  in  the  artist's  development.  However,  only  a  full 
investigation  of  his  whole  oeuvre  can  reveal  whether  or  not  such 
a  hypothesis  is  sound  and  could  serve  as  a  valid  tool  in  establishing 
a  chronology  of  his  works. 

While  the  scholars  may  have  pondered  these  and  other  art 
historical  problems  concerning  Bacchiacca,  the  local  artists  and 
lay  visitors  who  flocked  to  the  Baltimore  exhibition  greatly 
enjoyed  becoming  acquainted  with  this  Old  Master  by  whose  art 
they  were  not  awed  but  entertained.  His  attractive  talent  may 
best  be  summed  up  in  the  words  of  Luisa  Marcucci:  'Bachiatca's 
originality  consists  in  giving  to  extraordinary  events,  crammed 
into  small  paintings,  or  even  to  portraits  which  are  neither  too 
disquieting  nor  too  profound,  a  truly  fresh  and  delightful  inter- 
pretation in  miniature  of  the  Golden  Age.  For,  in  his  world  every- 
thing appears  new,  picturesque,  luminous,  or  rather  lustrous :  the 
trees  and  woodlands,  the  clouds  and  mountains — all  have  the 
clean  smoothness  of  precious  ornaments  from  which  every  speck 

has  been  brushed  awav'." 

■ 

'  I  am  Ljreatly  indebted  to  Miss  Elisabeth  C.  G.  Packard,  head  of  the  Department  of 
i^lonservation  and  Technical  Research  of  the  Walters  Art  Gallery,  who  helped  me 
clarify  the  various  processes  of  paint  application  discussed  above. 
'  Luisa  Marcucci,  'Contributo  al  Bachiacca,'  Bolleltino  d'Arte,  XLIII,  1958,  p.  34. 


9.  Charity,  c.  1520,  is'i  /  9\  in.  The  Metropolitan  Museum 
of  Art  (Gwynne  M.  Andrews  Fund). 
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The  Connoisseur  in  America 


Helen  Comstock 


AG  R  O  U  P  of  seven  small  bronzes  of  the 
Italian  Renaissance  which  has  recently  been 
acquired  by  the  Minneapolis  Institute  of  Arts  is 
an  important  addition  to  the  museum.  Two  of 
these  statuettes  were  formerly  in  the  J.  Pierpont 
Morgan  Collection  and  include  the  figure  of  a 
purto  or  cupid  attributed  to  the  sixteenth  century 
Venetian  sculptor,  Niccolo  Roccatagliata,  which 
is  illustrated  here.  The  small  figure,  standing  on 
a  festooned  circular  plinth,  once  held  a  shell.  In 
liveliness  and  piquancy  it  expresses  the  Renais- 
sance ideal  of  childhood  and  is  quite  unlike  the 
classic  models  which  formed  the  basis  of  figures 
of  this  sort.  Italian  sculptors  were  inspired  by  the 
antique  to  develop  their  own  expression,  often 
freely,  sometimes  in  a  more  faithful  adherence  to 
Graeco-Roman  types.While  the  putto  is  entirely 
Italian  in  feeling,  the  Bacchus,  an  anonymous 
work  of  the  same  period,  closely  follows  the 
classic  originals. 

A  Hercules  in  this  choice  assemblage  of  small 
figures,  none  of  them  much  more  than  twelve 
inches  in  height,  is  the  second  subject  from  the 
Morgan  Collection  and  is  attributed  to  a  follow- 
er of  Bertoldo  di  Giovanni  {1410-1491),  pupil  of 
Donatello.  He  was  appointed  by  Lorenzo  dei 
Medici  director  of  the  school  in  Florence  where 
Michelangelo  was  a  pupil.  Another  Hercules  is  by 
the  rare  master,  Francesco  da  Sant'Agata  of 
Padua,  working  about  1520,  to  whom  is  attri- 
buted a  small  group  of  figures  distinguished  by 
their  slender  grace.  His  Hercules  and  Antaeus  of 
the  Widener  Collection  is  now  in  the  National 
Gallery  of  Art  in  Washington.  These  attributions 
are  based  on  the  Hercules  in  boxwood  in  the 
Wallace  Collection  in  London  which  has  a 
signature  supposedly  his. 

Of  exceptional  importance  in  representing  the 
giant  of  Itahan  sculpture,  Michelangelo,  and  of 
great  interest  in  revealing  the  role  of  science  in 
the  Renaissance,  is  an  anatomical  man  with  left 
arm  upraised,  left  foot  advancing.  This  powerful 
study  of  the  human  form,  an  expression  of  the 
humanist's  concern  with  man  as  man,  is  consider- 
ed the  work  of  Michelangelo  or  his  pupil, 
Lodovico  Cigoli. 

By  Nicolo  Tribolo  of  Florence,  remembered 
for  his  beautiful  fountains  in  the  neighbourhood 
of  that  city,  is  a  pair  of  Virtues,  Temperance  and 
Justice.  They  represent  still  another  type  to  which 
the  Renaissance  sculptor  frequently  turned,  the 
symbolical  or  allegorical  figure,  a  legacy  from 
the  mediaeval  period.  Tribolo  has  conceived  his 
subjects  in  a  style  wholly  expressive  of  his  age, 
however;  that  of  a  classical  revival,  and  portrays 
goddesses  of  antiquity  in  the  naturaUstic  manner 
of  his  master  Sansovino. 
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I.  Cupid.  Italian  Bronze,  sixteenth  century,  attributed  to  Niccolo  Roccatagliata.  2.  Hercules,  j 
Italian  bronze,  fifteenth  century,  in  the  style  of  Bertoldo.  Minneapolis  Institute  of  Arts.  ! 


Tiepolo  Drawings  from  London 

AMERICANS  in  five  cities  of  the  east  coast  and 
west,  the  south  and  mid-west,  are  having  the 
rare  privilege  of  seeing  a  large  selection  from  the 
greatest  of  all  collections  of  drawings  by 
Giovanni  Battista  Tiepolo:  that  from  the 
Victoria  and  Albert  Museum  in  London. 
Through  the  cooperation  of  the  British  Govern- 
ment and  under  the  supervision  of  Sir  Treiichard 
Cox,  Director  of  the  Museum,  one  hundred  and 
thirty-five  drawings  have  been  brought  to  the 
United  States  under  the  custodianship  of  Mr. 
Graham  Reynolds,  Keeper  of  the  Department  of 
Prints  and  Drawings.  The  exhibition  is  being 
shown  in  a  limited  number  of  museums  under 
the  auspices  of  the  Smithsonian  Institution 
Travelling  Exhibition  Service. 

The  drawings  are  from  the  more  than  three 


hundred  contained  in  albums  acquired  in  1885 
from  which  they  were  removed  for  exhibition 
in  London  in  the  summer  of  i960.  After  an 
introductory  showing  at  the  National  Gallery  of 
Art  in  Washington,  the  drawings  made  their 
only  appearance  in  New  England  at  the  Wor- 
cester Art  Museum,  then  went  south  to  Texas 
and  the  Houston  Museum  of  Fine  Arts.  Through 
all  of  February  they  are  being  seen  at  the  Los 
Angeles  County  Museum,  after  which  they  will 
go  to  the  Art  Institute  of  Chicago  (March  1 5  to 
April  15),  completing  their  American  tour. 

The  earliest  drawing  is  the  work  of  Tiepolo's 
thirtieth  year,  an  Apollo  and  Marsyas,  related  to 
his  decorations  in  the  Palazzo  Sandi  in  Venice, 
which  already  reveals  his  power  of  draughtsman- 
ship and  gives  promise  of  the  luminosity  that  is 
unsurpassed  in  his  mature  work.  With  Veronese 
as  his  ideal  and  with  a  full  mastery  of  the  great 


Vcnciiaii  decorative  tradition,  Ticpolo  luv.iim' 
111"  greatest  painter  ot  tlic  a;.',i'  ol  the  ri^eoco.  So 
I  eat  a  eoUninst  tliat  even  his  drawings,  with 
(heir  \va\lKs  ot  hi\tro  and  sepia,  evoke  an  im- 
pression ol  colour.  1  K'polo  ailds  to  his  tt)n.il 
vrieets  a  power  ol  Une  which,  tor  slieer  aud.icity. 
IS  unsurpassed.  His  mature  style  is  seen,  in 
allek;iirical  subjects  tor  tiie  Villa  Loschi  (now 
/.ilen  dal  Verme)  at  Hiron  near  Vicenza,  such  as 
I  (rfnc  (>i>M7ii«v.'  Honour  and  HiiniililY  Disrcf^ard- 
iii\>  Ihidc.  Unequalled  skill  in  ceiling  tiecoration, 
w  hich  opens  endless  vistas  ot  ijlowinij  clouds  and 
tii;ures  treed  trom  earth  s  gravity,  becomes 
vident  in  the  decorations  for  the  Clhurch  of  the 
uesuati  in  Venice  where  the  lite  ot  St.  noininic 
IS  his  theme. 

The  tollow  ing  decade,  the  1740's,  is  represent- 
od  by  studies  tor  etchings,  the  ('itprini  and 
Si/icrci  1/1  Fiitilasiit,  $omc  ot  which  are  mounted 
together  with  the  drawings.  These  and  other 
works  ot  the  period  are  the  most  personal 
expressions  ot  Tiepolo's  art,  set  tree  from  the 
demands  inherent  in  developing  an  iconograph- 
ical  theme.  Subjects  trom  antiquity,  philosophy, 
,md  magic  reflect  on  the  abiding  mysteries  ot 
\ mith.  old  age  and  death.  In  st\  le  tlie\  reach  new 


heiglijA  with  lluid  line  aiul  ilel't  handling  of  wash. 

An  iiiterii.itioii.il  reco;.',nitioii  called  F'iepolo 
lirst  to  Austria,  later  to  Spain.  In  1750  he  began 
work  on  the  t.imous  decor.itions  .it  Wiir/burg 
wliiih  by  many  are  considered  his  supreme 
ai  liievement.  For  the  trescoes  in  the  Kaiscrsal  of 
the  Prince-Bishop's  Uesidenz  tiiere  is  a  prelimin- 
ary study  of  the  figure  of  a  h.ilberdier,  tive  poses 
delineated  in  black  chalk  and  wash.  This  Shed  o/ 
Sliulivs  for  (I  Halln  rdicr  is  considered  one  of  the 
most  important  subjects  in  the  exhibition. 

The  (^lirofios,  illustrated  here,  is  one  of  twelve 
subjects  shown  which  were  preparatory  to  his 
work  .It  the  Vill.i  V.ilm.irana  near  Vicenza  in 
1757.  This,  with  an  Apollo  and  a  Mercury,  are 
among  his  most  powerful  treatments  of  the 
single  figure.  Luminous  shadow  and  light-filled 
space  create  a  totality  (jf  effect  in  these  which  are 
among  the  most  finished  studies  in  the  group. 

In  1761  C'harles  III  of  Spain  invited  Tiepolo  to 
Madrid  to  decorate  his  new  palace  and  the 
painter  was  occupied  from  1762  until  1766  on 
this  work,  after  which  he  was  further  employed 
at  Madrid  for  the  four  remaining  years  of  his  life. 
Before  he  left  Italy  he  made  some  preliminary 
studies,  among  which  are  the  exhibition's  draw- 


ings for  llie  ceiling  of  the  throne  room  in  the 
Royal  P.il.u  e.  I  igure  studies  in  pen  .ilone  show 
his  ability  to  suggest  form  without  the  aid  of 
biiishworl,. 

Two  now  Kcnoirs  for  the  National  Gallery 

TWO  decorative  panels  by  Keiioir  from  the 
William  Robertson  C^oe  (Collection  iiave  passed 
to  the  National  (iallery  of  Art.  ( lirl  with  <i 
lidskcl  ol  I'isli  and  ( iirl  with  a  liaskcl  ofOraii^cs 
were  painted  about  iHHy  and  show  the  final 
effect  of  his  Italian  travels  of  the  early  iSSo's 
which  led  to  a  more  architectural  style  and  tight- 
er drawing.  Here,  however,  the  Italian  influence 
has  been  harmonized  with  his  earlier  manner  in 
iiis  return  to  glowing  colour.  After  the  visit  to 
Italy  Renoir  subjected  himself  to  a  severe  train- 
ing in  drawing  at  an  art  school;  although  he  was 
a  mature  artist  with  twenty  years  as  an  Impres- 
sionist painter  behind  him.  He  had  become 
dissatisfied  with  his  former  manner  of  painting 
in  broken  colour  at  a  time  when  he  had  been 
discovered  by  the  public.  His  new  emphasis  on 
contour  and  his  new,  austere  palette  obscured  for 
a  time  those  delightful  fleeting  effects  of  light 


3-  Chronos.  Drawing  by  G.  B.  Tiepolo,  pen  and  wash  over  traces  of  black  chalk,  from  the  Victoria  and  Albert  Museum.  Photograph  by  courtesy  of 
Worcester  Art  Museum.    4.  Auguste  Renoir.  Girl  with  a  Basket  of  Fish.    5.  Auguste  Renoir.  Girl  with  a  Basket  of  Fruit.  National  Gallery  of  Art,  Washington. 
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6.  Stained  glass  panel  by  Jakob  Kistenfeger,  German  early  sixteenth  century.  This  has 
recently  been  returned  to  the  Frauenkirche,  Munich.  Cooper  Union  Museum,  New  York, 


.md  inloiir  tint  (.iiNiiiii;iiisli  his  /.(>  (.'.iiiioliiis  h 
(.7iiift>i(,  wliich  is  .ilro.idy  m  tlic  N.itioii.il  CJallory. 
C'ouiplaints  wore  hoard  th.it  Ronoir  had,  through 
liis  ooncoiitration  on  drawing,  dostroyod  all  that 
ho  gained  as  an  Impressionist.  Yet  the  solf- 
iniposed  discipline  brought  a  now  monumental 
quality  into  his  art  and  tew  today  would  agree 
with  his  critics  of  the  i88o's.  The  Tyson  Clolloct- 
ion  liiii'i^iifiisi:<  in  Philadelphia  {1885)  is  one  which 
comes  roadih  to  mind  as  an  example  ot  the 
period  in  which  line  was  ot" supreme  importance 
to  Renoir  and  yet  the  early  glow  had  been 
recovered.  In  the  National  Gallery's  new  panels 
there  is  further  harmonizing  with  the  early 
subtlety.  The  tall,  narrow  panels  were  obviously 
painted  as  companions  and  wore  conceived  as 
decorations,  perhaps  in  an  attempt  to  state  in 
contemporary  terms  the  etiect  of  the  single  full- 
length  figure  in  a  panel  with  which  the  great 
Italian  masters  of  the  past  had  so  often  been 
concerned. 

Cooper  Union:  Historic  Landmark 

c:OOPER  UNION,  New  York's  century-old 
brownstone  tbrorunner  of  the  skyscraper,  has 
been  certified  by  the  Secretary  of  the  Interior  as 
a  Registered  National  Historic  Landmark  and 
has,  or  soon  will  have,  a  bronze  marker  calling 
attention  to  its  merit.  This  recognition  of  the  old 
building  designed  in  nineteenth-century  Tuscan 
style,  standing  on  a  triangular  piece  of  land  at 
the  head  of  the  Bowery,  is  justified  for  several 
reasons:  historic  association,  as  an  example  of 
revolutionary  building  methods,  and  as  a  pioneer 
in  education.  Announcement  of  its  now  status 
coincided  with  the  meeting  in  New  York  of  the 
National  Trust  tor  Historic  Preservation,  when 
C^oopor  Union  Museum  opened  two  related 
exhibitions  on  methods  used  in  restoration. 

Peter  Cooper,  inventor  and  industrialist  and 
tbundor  of  the  institution,  was  aware  of  the  need 
for  the  instruction  of  youth  in  both  science  and 
art.  The  free  college  which  he  founded  has  under 
the  same  roof  a  museum  of  the  decorative  arts 
which  owns  more  than  seventy  thousand  items 
usetul  tor  study  by  the  creative  designer  and 
student.  Its  collections  are  diverse — designs  and 
drawings  from  the  fifteenth  to  the  twentieth 
centuries,  including  such  rarities  as  designs  for 
seventeenth-century  stage  settings;  textiles  from 
dynastic  Egypt  and  from  mediaeval  Europe; 
eighteenth-century  embroideries  and  costume; 
woodwork;  furniture;  ceramics  and  glass. 

From  the  bst  comes  the  stained  glass  panel 
(seen  here)  which  has  recently  been  the  subject  of 
an  announcement  in  the  press.  The  Museum  has 
granted  a  request  from  Munich  for  the  return  to 
the  Frauenkirche  of  a  stained  glass  panel  (20  x  36 
inches)  dated  1518,  which  had  boon  acquired  in 
1926.  The  church,  built  between  1468  and  148S 
.md  a  beloved  landmark  in  Munich,  has  receiulv 
been  restored  after  having  been  extensivelv 
damaged  by  bombing  during  World  War  II. 
Preservation  of  the  glass  panel  may  have  boon 
the  result  of  its  domicile  in  another  country.  The 
window  shows  the  Virgin  and  C'hild  seated  on 
the  lap  of  St.  Anne,  accompanied  by  St. 
Ausacius,  Bishop  of  Milan,  and  a  kneeling  donor, 
Caspar  Bart,  Third  Deacon  of  the  Frauenkirche. 


The  maker  was  Jakob  Kistenfeger,  whoso  glass  is 
found  in  other  churches  of  Germany.  Apparent- 
ly some  of  the  sixteenth-century  glass  was 
removed  early  in  the  nineteenth  century,  in 
order  to  admit  more  light  into  the  church.  The 
history  of  the  panel  during  the  remainder  of  the 
century  is  unknown,  but  it  came  to  the  United 
States  soon  after  1900. 

Identity  of  the  glass  was  established  by  Dr. 
Paul  Frankl  of  Princeton  University,  who  pub- 
lished it  in  1956  in  a  Munich  art  annual.  This  led 


to  the  borrowing  of  the  panel  for  exhibition  in 
Munich  last  summer  and  request  for  permanent 
repatriation,  which  has  been  granted  by  the 
Museum. 

Peasant  and  Nomad  Rugs 

A  GOOD  deal  of  emphasis  is  placed,  in  books 
and  in  museum  collections,  on  the  court  rugs  of 
Persia,  the  productions  of  the  imperial  looms  of 
Turkey.  It  is  therefore  valuable  to  collectors  who 
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7-  Animal  Rug,  Persian  (Kurdistan)  dating  from  the  end  of  the  eighteenth  century.  In  the 
collection  of  Mr.  and  Mrs.  Arthur  H.  Brilant.  Asia  House,  New  York. 


.lie  lookiii)^  for  ly|Hs  lo  use  in  homes  riiriilslicd 
with  ;iiitic|iU's  in  src  sik  h  .111  i  \l)ihilioi)  :is  h;is 
rc'd'iilly  IxTii  held  it  Asj.i  I  loiiv  111  Ncv^  York. 
T\h  rugs  shown  wire  the  li'ss  jiretciitious 
protlucts  ol  tribes  ;ind  villages  of  the  Near  East 
and  Cx'iitral  Asia,  chiefly  of  the  i)iiicteenth 
century,  with  a  few  earlier  examples.  I'hirty-five 
riij^s  from  private  .ind  museum  collections 
inc  luded  Turkish  (Anatolian),  (iauc  asian,  Persian 
.md  Turkoman  weavings. 

In  tlie  Anatolian  group  were  some  of  the 
antecedents  of  nineteenth-century  riigs,  the 
earlier  Ushak,  IJergama  and  (/hiordes  types  with 
representative  geometric,  arabesque  and  floral 
motifs  which  were  continued  in  the  nineteenth 
century  in  more  schematic  form. 

The  Kurdish  tribes  in  northwest  Persia  were 
particularly  successful  in  their  adaptation  of 
patterns  originating  on  the  court  looms  of 
Kashan,  Isfahan  and  I  lerat.  An  example  is  the 
rug  with  animal,  tree  and  floral  motifs  from  the 
Brilant  Collection  illustrated,  with  a  red  ground 
on  which  the  design  is  worked  in  several  blues 
intermingled  with  ivory  tones.  A  Kurdish  garden 
rug  keeps  the  formal  architectural  arrangement, 
with  canals  and  angular  garden  plots,  of  some  of 
the  great  Isfahans  of  the  Shah  Abbas  period 
(seventeenth  century).  But  the  motifs  arc  less 
intricate  and  the  place  of  the  minute  selections 
from  the  Persian  garden  is  taken  by  large, 
conventionalized  star-medallions. 

The  region  of  the  Caucasus,  with  its  great 
intermingling  of  peoples — Armenian,  Georgian, 
tribes  of  Iranian  and  Turanian  origin — knew 
from  earliest  times  influences  from  the  south  and 
east  of  its  remote  valleys  and  tablelands.  An 
animal  style  of  Scythian  origin  was  modified 
under  Persian  influence  coming  through 
Kurdistan  and  at  times  the  Caucasus  was  under 
Persian  rule.  Persian  floral  forms,  palmettes, 
leaf-work  trellises,  and  the  cloud-band  which 
Persia  borrowed  from  Mongolia,  arc  present 
among  the  still  older  animal  and  human  forms 
which  have  been  reduced  to  their  most  geo- 
metric expression.  From  the  region  of  Kuba  near 
the  Caspian  Sea  come  the  'dragon'  rugs  with 
serrated  leaves  enclosing  styUzed  dragons.  Floral 
Shirvans,  a  Baku  prayer  rug,  a  geometric  Chichi, 
and  an  'Eagle  Kazak'  were  from  the  Caucasian 
group. 

From  beyond  the  Caspian  Sea  came  the  weav- 
ings  of  Turkoman  tribes,  the  Tekke,  Salor  and 
Saryk,  with  their  deep  red  grounds  and  charact- 
eristic tribal  devices  or  'guls"  of  lozenge,  diamond 
and  octagonal  form.  Still  further  to  the  East, 
Chinese  Turkestan  was  represented  by  a  mag- 
nificent floral  pomegranate  rug  from  Kashgar, 
early  nineteenth  century  (Metropohtan  Museum : 
Ballard  Collection)  in  which  a  Persian  floral 
design  is  completely  transformed  as  an  angular 
trellis-work  of  stems  rising  from  vases  at  either 
end  of  a  blue  field  framed  by  multiple  borders 
alternating  Chinese  red  with  fawn  and  white. 

The  catalogue  of  the  exhibition,  Peasant  and 
Nomad  Rugs  of  Asia,  prepared  by  Dr.  Maurice  S. 
Dimond,  Curator  Emeritus  of  Near  Eastern 
Art,  Metropolitan  Museum,  illustrates  every 
example,  many  in  excellent  colour  plates.  This,  a 
pubhcation  of  the  Asia  Society  (112  East  64th 
Street,  New  York)  is  a  valuable  addition  to  a 
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8.  Benjamin  West.  Venus  and  Europa,' 
canvas,  28  x  36]  inches,  dated  1770.  The 
gift  of  Mr.  and  Mrs.  L.  V.  Balentine  to 
North  Carolina  Museum  of  Art,  Raleigh. 


field  in  wliicli  the  subject  is  not  sufficiently 
covered. 


Benjamin  West  and  the  Neo-Classic  Style 

AN  EXAMPLE  of  an  early  phase  of  the  neo- 
classic  style  in  eighteenth-century  painting, 
which  was  fostered  in  Rome  in  the  atmosphere 
of  Winckclmann's  adulation  of  antiquity,  is  seen 
in  a  painting  lately  acquired  by  the  North 
Carolina  Museum  of  Art  at  Raleigh.  Benjamin 
West's  I  V»((.\-  and  Liiiropa  is  dated  1 770  and  was 
therefore  not  his  earliest  work  in  this  vein  as  he 
had  already  painted,  among  other  subjects,  the 
Yale  Gallery's  Ai^rippiua  witli  tlic  Ashes  of 
Gcrmaniciis.  As  Dr.  Edgar  P.  Richardson  points 
out  in  his  Paintiu)^  in  America,  West  and  the 
Scottish  artist.   Gavin   Hamilton,  were  some 


twelve  or  fifteen  years  in  advance  of  Jacques 
Louis  David  in  promulgating  the  neo-classic 
style.  Essentially  theirs  was  an  attempt  to  render 
c  lassical  subjects  with  figures  having  the  quality 
ol  antique  sculpture,  as  though  seen  in  a  classic 
frieze,  with  carefully  drawn  draperies,  serene, 
noble  and  dignified,  the  inhabitants  of  an  ideal 
realm. 

The  I  'ciiiis  ami  Hiiropa  represents  a  sincere,  if 
unconvincing,  reaction  to  impulses  working 
strongly  in  the  1760's  and  1770's  which  iiad  their 
best  expression  in  the  field  of  decoration.  There 
are  pleasing  adaptations  of  classic  subjects  by 
Angelica  Kauifmann  on  furniture  in  the  style  of 
Robert  Adam  but  when  painted  on  tlic  grand 
scale  are  lifeless. 

West  has  chosen  to  ignore  the  traditional 
treatment  of  Europa's  story  as  told  by  Ovid. 


Artists  without  number  have  portrayed  her 
mounted  on  the  snowy  white  bull  which  had 
seemed  so  tame  she  dared  to  mount  it  as  shci 
played  near  her  father's  herds  with  her  maidens 
on  the  seashore.  No  sooner  was  she  seated  than 
the  bull,  who  was  Jupiter  appearing  in  this 
guise,  plunged  into  the  sea  and  carried  her 
swiftly  to  a  new  home  in  Crete.  Here  she  i? 
shown  on  the  Isle  of  Crete  listening  to  the 
counsel  of  Venus  and  Eros. 

Limitations  of  West's  art  are  only  too  apparent 
in  the  stiffness  of  the  figures.  The  neo-classic 
painter  was  convinced  that  his  models  were  not 
to  be  found  in  nature  but  in  ancient  art.  He  was 
more  successful  the  following  year  (1771)  when 
he  painted  his  Death  of  IVolfe,  with  figures  in 
contemporary  dress,  and  founded  a  new  style  in 
historical  painting. 
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8  10     HANS     ROAD,     LONDON.     S.  W.  3     •     TELEPHONE     KEN  5266 


A  charming  and  interesting  Englisii  18th  Century 
mahogany  Commode  of  bombe  form  showing  the 
French   influence  of  the  period.   Circa  1775. 
Length:  3  ft.  6  in. 
Height:  2  ft.  10  in. 
Depth  at  Centre:  I  ft.  1 1  in. 
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STANLEY  J.  PRATT 
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The  Arts  of  Denmark 


Christen  K0bke  (1810-1848) 
View  from  the  North  Gate  of  the  Copenhagen  Citadel  (1834) 

79  X  93  cm.  The  Ny  Carlsberg  Glyptotek 
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will  offer  at  auction  on  Monday,  February  26th 

IMPORTANT  ENGLISH  AND  CONTINENTAL  PORCELAIN 

the  property  of 
A.  E.  PEARSON,  Esq.,  and  others 


A  pair  of  Meissen  figures  of  Parrots  -  4|  inches  high  -  modelled  by  J.  J.  Kaendler. 


Left  to  Right:  Buen  Retiro  figure  from  the  Italian  Comedy  -  6i  inches  high. 
Meissen  Chinoiserie  group  -  5  inches  wide  -  modelled  by  P.  Reinicke. 
Meissen  Dancing  Peasant  -  7  inches  high  -  modelled  by  J.  J.  Kaendler. 

Illustrated  Catalogues  (12  plates)  6s.  6d.  post  free.  Plain  Catalogues  6d.  post  free. 
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JOHX  SPARKS 

LIMITED 


Cljmege  Mtixki  of  ^rt 


A  Chinese  porcellanous  saucer  dish  with  the  decoration  incised  under  a  celadon  glaze. 
MING  DYNASTY:  A.D.  960-1279. 
Diameter:  fifteen  inches. 
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ASPREY  &  COMPANY  LIMITED  •  165/169  NEW  BOND  STREET  •  LONDON  W1  •  Tel  HYDe  Park  6767 
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BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  H  M.  THE  KING  OF  SWEDEN 

BLUETT  &  SONS 


Rhinoceros  horn  libation  cup,  finely  carved  with  a  squirrel  among  pine 
and  plum  trees,  the  elaborate  handle  formed  of  a  flowering  plum 
branch.  Ht.  4^  inches.  \lth  \%th  century. 

Rhinoceros  horn,  in  common  with  other  natural  materials — jade  and  some  semi-precious  stones  for  example — was 
credited  by  the  Chinese  with  magic  qualities  one  of  which  was  its  supposed  power  to  detect  poison  in  food  or  drink  with 
which  it  was  brought  into  contact.  Hence  the  frequent  fashioning  of  cups  car\ed  from  the  smaller  horn  and  their  use  for 
drinking  and  libations. 

With  that  irrepressible  urge,  so  often  demonstrated  by  the  Chinese,  to  impart  beauty  to  objects  of  daily  use  these  horn 
cups  were  usually  carved  with  floral  and  other  emblems  having  some  symbolical  significance  and  for  this  purpose  the  paler 
almost  honey-tinted  and  half  translucent  variety  was  preferred  by  the  artist;  the  darker  horn  was  so  highly  esteemed  and 
that  which  was  almost  black  was  discarded  and  handed  to  the  medicine  man  to  be  ground  to  powder  to  be  administered 
as  a  prophylactic  or  aphrodisiac. 

The  cup  in  our  illustration  is  carved  from  horn  warm  brown  in  tint  and  faintly  translucent.  The  floral  motifs  are  beauti-  \ 
fully  executed  and  an  unusual  feature  in  the  ornament  is  the  inclusion  of  a  squirrel  in  the  design,  a  semi-legendary  element 
commonly  associated  with  ceramic  decorative  an. 

48  Davies  Street,  Brook  Street,  London,  W.i 
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ONE  OF  A  PAIR  OF  FINE  LATE  i8th  CENTURY  PORPHYRY  VASES 
WITH    SUPERBLY    CHISELLED    DIRECTOIRE    ORMOLU  MOUNTS 

Height:  i  foot  5  inches.    Base:  64  inches  square 


TELEPHONE  HYDE  PARK  0444 


ESTABLISHED  1884 

Members  of  Tlie  British  A)ni(]iie  Dealers'  Association  Ltd. 
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DELOMOSNE  &  SON  LIMITED 

{Members  of  The  British  Ar)tique  Dealers'  Association  Ltd.) 


OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

NEEDLEWORK 
PICTURES 

A  rare  pair  of  early  Worcester 
Tankards  decorated  in  colours 
with  Chinese  figures  in  a  land- 
scape and  reverse  a  brilliantly 
enamelled  flower  spray  :  in 
perfect  condition. 

Height:  5|  inches 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 
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LIMITED 
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LONDON  S.W.I 

Telephone:  BELgravia  1813/14 
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Period  Furniture 
Works  of  Art 
Expert  Restoration  of  Antiques 

An  English  elliptical  side  table  dating 
from  the  third  quarter  of  the  18th 
centtir\'.  The  legs  and  frieze  in  ivory 
picked  out  with  gilt  -  the  top  painted 
in  natural  colours  on  an  ivor\-  ground 
with  a  grisaille  panel  and  green  and 
grey  border. 

61  in.  wide,  26  in.  deep. 
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Spanish  15th  century  X  Chair  in  faded  tialnut.  carved  ivith  cinquefoils  on  elbous.  brass-studded  leather  back  and  seat 
French  early  16th  century  ivrought  iron  Candle  Stand  on  tripod  base 


Early  furniture 
Oriental  and  European 
Works  of  Art 


ariinq 

OF    MOUNT   STREET   LTD  I 
LONDON  v_>/ 


111  Mount  Street 
LONDON  W.I 

Telephone:  GROsrenor  28  £8 
Cables.  BARGRO  London  IV.  \ 


DENNIS    VANDERKAR  GALLERY 


'THE  DUTCH  ROMANTIC  SCHOOL' 

EXHIBITION  OF  FINE  NINETEENTH  CENTURY  PAINTINGS 

19th  February  -  17th  March,  1962 

Weekdays  lo  a.m.  —  6  p.m.  Saturclavs  lo  a.m.  —  i  |).m. 

INCLUDING  WORKS  BY  THE  FOLLOWING  ARTISTS: 

WILLEM  EICKELBERG,  HUBERTUS  VAN  HOVE, 
KASPERUS   KARSEN,  HERMAN  KOEKKOEK, 

WILLIAM   KOEKKOEK,  CHARLES  LEICKERT, 

HENRIETTE   RONNER,   CORNELIS   SPRINGER,  &c. 


Panel  ii|  X  iSs  inches  FREDERIK  M.  KRUSEMAN     1817-1865  Signed  and  dated  1854 


P.inel  14]  X  18J  inches 


HENRliiTTE  RONNER  1821-1909 


Signed  and  dated  1897 


niuurated  Catalogues  in  aid  of  THE  \  E  T  H  E  R  L  A  \  D  B  E\ E  V  0  L  E  \  T  S  0  C I  E  T  Y 


DENNIS  VANDERKAR 

14  Mason's  Yard 
Duke  Street    St.  James's 
London  S.W.i 

Tel:  Whitehall  6994  and  Hampstead  3740 


UJ 

S  \jERMYN 
f— 
to 

In 


PICCADILLY 


STREET 


H 

in 

UJ 


h-  RYDER  STREET 


MASOM'S. 
YARD 


Dennis 
Vancerkar 


K1\'G  STREET 


MEISSEN,  c.  1745 

Said  to  be  a  portrait  group  of  Wentzel. 
chief  huntsman  to  Augustus  III. 
Height  12;  ins. 


(ANTIQUES)  LTD. 


IN  ASSOCIATIOIV  WITH 


H.  E.  BACKER,  LTD. 


156  BROMPTON  ROAD 
LONDON,  S.W.3 

KENsington  5272  and  3793 

PORCELIQUE  LONDON,  S.W.3 
ELMARTES  LONDON.  S.W.3 


It 
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SIMON  KAYE  LTD 

Antique  English  and  Continental  Silver 
Valuers  for  Probate  and  Insurance 

Previously  at  13  Norris  Street,  Haymarket,  S.W.I 

HAVE  NOW  MOVED  TO: 

IB  ALBEMARLE  STREET 
PICCADILLY   LONDON  W.i 

Telephone:  hyde  park  7658  and  5152 
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WILLIAM    CLAYTON  LTD. 


FINE  CHINESE  JADE  CARVINGS.  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 


Pair  of  hne  atnl  extremely  rare  Imperial  yellow  biscuit  glaze  figures  of  Lambs  seated  on  green-glazed  bases. 
Height  loj  inches,  width  5}  inches,  depth  3J  inches.  Early  K'ang  Hsi  period.  A.D.  1662-1722. 


38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

TELEGRAMS:  WILCLAYTON,  LONDON  WHITEHALL  1173 


XV 


PHILLIPS  &  RIXSON  Ltd. 


31  Old  Brompton  Road,  London,  S.W.7 


A/cm/x'r.s-  of  'I'tic  Briiisli  Atuiiiue  Dealers  Association 


Kensington  5858 


An  important  Sheraton 
mahogany  poker  table  with 
original  cross-banding  and 
brass  moulding ;  the  top  lined 
in  veUum  green  hide  with  gilt 
tooling.  Circa  1790. 

Diameter  of  top  4  ft.  6  in. 
Height  2  ft.  55  in. 
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THE   LEFEVRE  GALLERY 

EXHIBITION  OF 
XIX  AND  XX  CENTURY 
FRENCH  PAINTING 

8th  February  to  9th  March 


E.  VUILLARD  The  Model,  1905-6  47  x  34  inches 


30  BRUTON  STREET        LONDON  W.  1 

Telephone:  Mayfair  2250  Cables:  Drawings.  London.  W.l 


THE  LEFEVRE  GALLERY 


P.  BONNARD  Paysage  dii  Midi,  1924  21  x  231  inches 


P.  BONNARD  Avenue  de  Clichy,  1901  18  X  30^  inches 


30  BRUTON  STREET        LONDON  W.  1 

Telephone:  Mayfair  2250  Cables:  Drawings,  London,  W.I 


THE   LEFEVRE  GALLERY 


A.  SISLEY  Lc  Clwmin  dcs  Pres,  le  Matin,  1890  15  x18  inches 


A.  SISLEY  Bateaux  en  Preparation  a  St.  Manmies,  1885  15  x  19^  inches 


30  BRUTON  STREET        LONDON  W.  1 

Telephone:  Mayfair  2250  Cables:  Drawings.  London.  W.l 


KNOEDLER 


Established  1S46 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.I 


NEW  YORK 

14  East  ^7th  Street 
N.Y.22 


PARIS 

8f  bis  rue  du  Faubourg 
St.  Honore  8^ 


FINEST  PORCELAIN -ORMOLU 
SILVER -GLASS -SMALL  FURNITURE 

BROCKINGTON  HOUSE 

21  Hafod  Road,  HEREFORD 

Tel.  4984 


TRADE,  OVERSEAS  ENQUIRIES  AND 
COLLECTORS  PARTICULARLY  WELCOMED 


Photographs  sent  against  specific  enquiries 


ALL  VISITORS  BY  APPOINTMENT  PLEASE 


Pair  of  Chased  Ormolu  Candlesticks. 
Late  Louis  XV  Period.  8^  inches  high. 

An  example  from  our  collection  of  DECORATIVE  BRONZES 
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.4/7  important  mid  iSth  Century  black 
lacquer  cormnode  of  fine  quality,  the 
top  drawer  conceal in^^  dressinj^-table 
fitments  with  a  concave  door  below, 
on  reeded  taper in^^  leq^s. 
Length  46  in.  Height  32  in. 
Depth  25  in. 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUF.EN  MARY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET. 
LONDON  W.l.  TELEPHONE  GROSVENOR  7411  (5  LINES) 
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PRIDES  e/^  LONDON  UJ^ 

M(.-ii)hcrs  of  The  British  Antique  Dealers'  Association  Ltd. 

179/180  SLOANE  STREET,  S.W.I 


Tel:  BELgravia  3080 


A  Georgian  mahogany  library  tabic 
opening  to  form  steps  4  ft.  higli. 


ILLUSTRATED  BROCHURE  SENT  ON  REQUEST 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones;  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
C  U  R  T  A  1  N  S 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORATIONS 
H  E  A  TING 
VALUATIONS 


A  pair  of  fine  quality  Hepplewhitc  carved 
and  gilt  mirror  frames. 

Overall  height  3  ft.,  width  i  ft.  8  in. 
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A  George  II  Hot  Milk  Jug,  of  oval  form, 
by  Edward  Wakelin.  London  1750 
Height  9  inches 


An  Example  from  our  Collection  of  Early  English  Silver 


Valuations  for  Probate, 
Insurance  and  Division. 


M.  NEWMAN  LTD 


Established  1870 


Members  of  The  British  Antique  Dealers'  Association  Ltd 


Tangled  Lines 
by 

DAVID  COL,  1858 

Panel  23  X  28^  inches  (58  X  72  cm.) 
Framed  31  X  36J  inches  (79  X  93  cm.) 


43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 


Telephone:  WHItehall  6068/9 


Telegraphic  Address:  NEWPIC,  PICCT,  LONDON 
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M.  NEWMAN  LTD 


McmhrpscI  rill-  Uniisli  Aiiiii|iic  I  balers' AssDcialioii  I. Id 


JEAN  SCHULTZE,  1898 


Canvas  355  >  46  inches  (90  X  117  cm.) 
Framed  40^  X  51  inches  (103  X  130  cm.) 


43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 

Telephone:  WHItehall  6068/9  Telegraphic  Address:  NEWPIC,  PICCT,  LONDON 

XXV 
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MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


175 1 

John  Priest 


Promenade 


1726  1728 

Thos.  Bamford  John  Jones 


CHELTENHAM 


1751 

John  Priest 


Telephone  2821 


QUINNEYS  Ltd. 


WALTER  NEEDHAM 


Fine  i8th  Century  mahogany  wing  Bookcase. 
Lovely  colour  and  patination.  Original  fittings. 
91  X  23  i  X  97  inches 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL'S  RECTORY 

49-61  BRIDGE  STREET  ROW 
CHESTER 


Cable  Address: 
'Nccdinc",  Chester 


Telephone: 
Chester  22836 
and  23632 
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138  RFXiRNT  STREET,  LONDON,  W.l 

AND  ,\  l  I.I.ANDUDNO 


A  GOLD  MUSICAL  WATCH 

by  C^harman  of  London,  the  rase  enamelled  on  a  translucent  bright 
red  ground  over  a  sunray  pattern  with  flowers  in  naturalistic  colours, 
and  set  back  and  front  with  split  pearls.  C.  1800. 

Actual  size 


A  GOLD  SNUFF  BOX 

of  outstanding  ciuality  enamelled  and  set  with  diamonds 
Geneva:  Late  18th  Ontury. 

Aitiial  size 


WILLIAM  WALTER  (Antiques)  LTD. 


CHANCERY  HOUSE 
CHANCERY  LANE 
LONDON,  W.C.2 
AND 

LONDON  SILVER  VAULTS 

Telephone:  Chancery  3248  49 
Telegrams: 
Walter  Silvavults  London  W.C.2 

ANTIQUE  SILVER 


Fine  George  II  Salver  engraved 
with  Contemporary  Armorials 

Made  in  1731  by  George  Wickes 
of  London 

Weight  71  oz.  10  dwt. 

Diameter  174-  in. 


Large  and  interesting  collection  of  fine  Old 
English  Silver  always  available  for  inspection 


'M I  Mann  &  Fleming 
iilP^I^    (Antiques)  Ltd. 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Pair  of  Regency  painted  bookcases : 
original  faded  mahogany  tops. 
43  inches. 


ANTIQUES 
DECORATIONS 


120B  MOUNT  STREET 
LONDON,  W.l 

GROsvenor  2770 
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THE  PULITZER  GALLERY 


{NCm'  IN  EXTENDED  PREMISES  AT  THE  SAME  ADDRESS) 


FINE  PAINTINGS 

and 

Watercolours 


9  KENSINGTON  HIGH  STREET,  LONDON,  W.8,  ENGLAND 

TELEPHONfc:   WESTEKN    2647  CABLES:  PULITZAKT,  LONDON 
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D  M  P 


MANHEIM 


Mrmbrrs  of  I'he  Hrilish  Antique  Dealers'  Asso<  iaiiuii  Ltd. 
anil  Art  and  Antitju*-  Opo/frs'  League  of  America 


RARE  COLOURED 
SALT-GLAZE 

This  superb  Staffordshire  salt-glaze  stone- 
ware rose-water  bottle  is  decorated  with 
flowers,  leaves  and  large  butterflies  in 
brilliant  coloured  enamels.  Very  finely 
potted,  it  stands  8|  inches  high. 

Circa  1760. 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 

Cables:  Vivantique,  New  York 


LONDON 

69  Upper  Berkeley  Street 
Portman  Square,  W.  1 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London  W.l 


DAVID  BLACK  &  SOIMS 

]¥1]W    BOIVD    NTREET.  W.l 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash  any   of  the  aforementioned 
Works  of  Art. 

We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,    Bronze,    viz.    Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
'DAVIBLACK,  LONDON  W.l" 

and 


Telephone: 
HYDE  PARK  3851 


MR.  BERNARD  BLACK 
1062  MADISON  AVENUE,  NEW  YORK  21 
Telephone:  TRAFALGAR  9-2171 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


I08  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1  /3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the   world.   Storage  facilities  at 
London,  Liverpool,   Glasgow  and 
Paris. 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  CJROSVENOR  SQUARE,  W.l 

Grosvenor  I  562 


MONET    La  Riviere  prcs  dc  Morct,  c.  1900 


Oil  on  canvas:  32  X  23 j  inches 


22nd  February  -  1 0th  March 

PAIKITINGS  BY 

ALBERT  REUSS 

March  8th  -  24th 

FIRST  LONDON  EXHIBITION  OF  PAINTINGS  BY 

LEROY  NEIMAN 


XXXI 


Internationally 
Famous  for  Fine  Carpets 


Fine  Silk  KASHAN  Carpet.  lo  ft.  by  6  Ft.  6  in. 
Ref.  No.  K  3J9  2 


The 

House  of  Perez 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephone:  KENsin<Jton  4411  (j  lines) 

Telegraphic  Address:  CARPEREZET  London  .SW3 

The  plain  Wilton  department  at  168  Brompton  Road  is  ex- 
panding rapidly.  This  is  due  to  our  attractive  ranges  of  special 
Aubusson  colours,  and  the  excellent  service  we  can  give. 

Also  BRISTOL  &  AMSTERDAM 


CAMEO  CORNER 

LTD 

^^^^^       '  '^^^^^l 

A  Votive  Figurine  or  Tunjo  from  Chibcu 
(Bogota,  Colombia).  Circa  A.D.  1300. 

26   MUSEUM   STREET                                    Tel:  MUSeu„.  0401 
LONDON,    W.C.I                                             Closed  aU  day  Saturday 

Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 
'            Member  of  The  British  Antique  Dealers  Association  (i 

LAMPS  &  SHADES 

by 

NITA  MILLER 

63a  Grosvenor  Street 
London  W.  I 

MAYFAIR  0951 


The  Connoisseur,  February,  i<>62 


XXXII 


111111111111111111111111 

V 


4^ 

(V. 


vJGTH  OF  SHELF 
TAL  HEIGHT  . 
ENING  WIDTH 
ENING  HEIGHT 


5'  8|" 
4'  7" 
4'  11" 
3'  8" 


A  superbly 
carved 


eorgian 


period 
pinewood 


Chimneypiece 


T.     CROWTHER    &  SON 

(T.  CROWTHER  &  SON  LTD.) 

282  NORTH  END  ROAD,  FULHAM,  LONDON  SW6 
Telephone:  FULham  1375-7  Grams:  Antiquity,  London 

Please  note:  We  close  1.0  p.m.  on  Saturdays 


Alberto  GIACOMETTI  Portrait  d'homme 

Oil  on  canvas  IO5  x  7  in. 


FEBRUARY 
EXHIBITION 

PAINTINGS  AND  GOUACHES 
BY 

FERDINAND  LUIGINI 

PARIS 
1870-1943 

KAPLAN  GALLERY 

6  DUKE  STREET  -  ST.  JAMES'S 
LONDON  -  SW1  -  WHItehall  8665 


DUITS 

LTD  . 

Finest  examples 
of 

lyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.    JAMES'S,    LONDON,  S.W.i 

Telephone  :  Whitehall  7440 


B.  A.  SEABY  LTD. 

Numismatists 

COINS  AND  MEDALS 

collections  and  rare  pieces  wanted 

A  list  of  catalogues  and  publications  on  request 

65  Great  Portland  Street,  London  W.I  LANgham  3677 


4S   ^0ot^»f^  .S^ee/:  .^^^tt<^i>*t 

Hvde  Park  47  1  1 


€.  &  D.  O'DONOGHUE 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

FINE  STOCK  OF  ENGLISH  CHINA 
12  Victoria  Parade,  TORQUAY,  Devon 

Telephone:  3567 
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ANTIQUE  SILVER 


Pair  of  George  III  Antique  Silver  Soup  Tureens,  by  George  Beere.  Dublin  1765. 
Conlemporary  armorial.  Height  9.1  inehes.  txlreme  length  17  inehes.  Weight  148  ounces. 


Pair  of  George  III  Antique  Silver  3-light  Candelabra  by  John  Schofield.  London  1794-5-6. 
Contemporary  armorial.  Height  17i  inches.  Width  of  branches  15  inches.  Weight  94  ounces. 


from  the  Collection  of  We  are  interested  in  purchasing  fine  early  Silver 


LOUIS  WINE  Ed 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 
Tel:  Dublin  75865 


Cornells 
HUYSMANS 

I  648-1 727 

The  Maas  Valley 
Canvas 

17  X  21  inches 


NORBERT  FISCHMAN  GALLERY 


26  Old  Bond  Street,  W.i 


Tel :  Hyde  Park  5744 


Silver  Tankard  Mainz  c.  1600 
height  9  inches,  weight  31  ounces 

H.  S.  WELLBY 

1 6c  Grafton  Street,  W.i 

Tel:  Hyde  Park  1597  Member  of  the  B.A.D.A.  Ltd. 

Antique  English  and  Continental  Silver     ■     Old  Sheffield  Plate 


HENRY  SPENCER 

^^^^  &  SONS  ^^^^ 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 


Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone  js  1-2 

4  Paradise  Street,  SHEFFIELD  i 

Telephone  2j2o6-7 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone  3347-8 


VALUATIONS  FOR  ALL  PURPOSES 
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BY  APPOINTMENT 
Dr*l  I  w>.  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


An  exceptionally  fine  Chippendale  carved  mahogany 
tripod  wine  table  with  pie-crust  top. 

Height  22  in.,  diameter  of  top  12  in. 


44/S2  New  Oxford  Street,  London  W.C.i 

Telephone:  Museum  2121  Telegrams:  Artisonne  Phone  London 


N.  BLOOM  &  Sm 

ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


LTD       15  \ORTO\   FOLGATE  BISHOPSGATE 

LOXDOX        TELE  PHONE:  BISHOPSGATE  1587 


DEALERS  IN  FINE  ANTIQUE  ENGLISH  SILVER 
LARGE  AND  VARIED  SELECTION  ALWAYS  AVAILABLE 


GEORGE  in  DRI\KI\G  SUITE 

made  by  john  emes  of  London   in  the  year  1801 
Consisting  of :     Jug  and  Salver,  12^  inches  high 
Pair  of  Jugs  and  Salvers,  lOi  inches  high 
with  six  Cups,  9J  inches  high 
Total  weight  269  ounces 


BLOOM  &  SON 


LTD 


ESTABLISHED  1912 


have  pleasure  in  announcing 
that  their  large  collection  of 
antique  silver  may  now  be 
seen  in  new  premises ;  and 
look  forward  to  seeing  old 
and  new  clients  at : 


13 IVORRIS  STREET 

HAYIIARkET  LONDON  SWl 


TELEPHONE:  TRAFALGAR  5984 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Eurniture 
Jor  the  Home  and  Export  Markets 
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The  General  Trading  Company 
144  Sloane  Street  Sloane  Square 
London  SWl  Sloane  0411 

XXXDC 


Founded  1775 


FIGURE  IN  ART-FAIENCE  'TENERA' 


by 


the  sculptor 


JOHANNES  HEDEGAARD 


LONDON  SHOWROOMS 
5  Old  Bond  Street,  W1 


THE   ROYAL  COPENHAGEN    PORCELAIN  MANUFACTORY 


J.  Hovmand 


ANTIQUES 


FURNITURE 
CHANDELIERS 
PORCELAIN 
SILVER    •  GLASS 


11 


Ostergade  15 

COPENHAGEN 


Telephone  2381  -  Private  Vedbcek  537 


l8th  Century  walnut 
Bureau  of  an  exquisite 
faded  colour.  Circa  1740 


jliflltngate  &3ohnstonlltcl 

Established  iSij 

Head  office: 

91-93  CHARTERHOUSE  STREET,  LONDOxN.  E.C.i 


also  at  :  LIVERPOOL  -  MANX.HESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 


Packers 


Custom  brokers 


Sh ippers 


Insurers 
Travel  Agents 


1 
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Jens  Juel:  Portrait  of  Mrs.  Grodtschilling 
Wife  of  Admiral  Frederik  Grodtschilling,  1 772 


ARNE  BRUUN  RASMUSSEN 

AUCTIONEER  OF  FINE  ART 
33  BREDGADE,  COPENHAGEN    TELEPHONE  MINERVA  6911 

XLI 


Who  are  todafs patrons? 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

ezery  day 

SIDNEY    HEXSCHEL.   ADVERTISEMENT  DIRECTOR,  BRACKEN  HOUSE,   10  CAN"NON  STREET,  LONDON,  EC4 


The  Conr     .r^r.  Ft±irjarv.  xr/a. 
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Members  nf  I'hc  liriiivli 
Aiitii|iir  Dcjlcrv'  A<«>iijiii>n  I  ul. 


BIGGS 

()/  MAIDENHEAD 


I  s  r  ABLISHEIJ 

Open  nil  da\  on  Satiirddvs 


Out  of  a  pair  of  fmc  Hcpplcwhitc 
toniinodcs,  of  serpentine  outline  in 
satinwood,  very  finely  decorated 
in  various  woods.  One  interior 
v\ith  fitted  drawers,  the  other  with 
.idjustnble  shelves.  (.'Area  1770. 

(Formerly  in  the  Collection  of  Lord 
Leverhulme.) 

Height  2  ft.  II  in.,  w  idth  3  ft.  10  in., 
max.  depth  i  ft.  1 1  '  in. 


26.  28.  30,  32  HIGH  STREET 
MAIDENHEAD 
BERKSHIRE 

TF.L.  (3  LINES)  223,  96.V964 


^  Purchased  h\  the  Victoria  <S:  .Albert  Museum  at 
time  t)t  goin^  to  press. 

Margunritu  Le  Cow/e  c.ri i<)  c.ijSd  Amateur  artist 
and  engraver.  Celebrated  in  Parisian  Society  tor 
her  warmth  and  vitahtv .  She  was  a  constant 
companion  to  Cllaude  \\  atelet,  the  well-known 
collector  and  patron  of  the  arts. 

GuiHaume  Coustou  fi/s  ijifi-ijjj  .\ssisted  his 
father  on  the  Marlv  horses  group.  Elected  to  the 
Academx  i-'42.  He  specialised  in  monumental 
sculpture  for  churches  and  other  public  buildings. 
Onlv  one  portrait  liust  b\  him  was  known  to 
I. amis  ((•./.  Dictionnairt  dus  Scn/pleurs  ck  PEco/e 
I  rancaise  an  i S""  siecle:  1910)  as  being  still  in 
existence  — a  marble  head  of  Cardinal  de  Tencin 
in  the  Hospice  de  la  Charite  at  Lyon. 

David  Drey 

344  Kings  Road  Chelsea  London  SW3 

FLAjcman  4283 

Fl^RNlTURR   Sf:i  i.PTL  RH   WORKS  OF  ART 


Portrait  bronze.  French  c.1740.  22  inches  high 

Inscribed  on  socle: 

M.\ME  \M  COMTK 

PAR  (;L'ILLAL  MF  col  STOl  FILS 


TRUSTEE  INVESTMENTS  ACT,  1961 

Trustees  for  settlements 
and  others  responsible  for  manaaing  investment  portfolios 
are  invited  to  communicate  \vith 

N.  M.  Rothschild  S^Sons 

who  are  prepared  to  act  as  investment  advisers 

ROTHSCHILD  EXECUTOR  &  TRUSTEE  COMPANY 

is  a\ailable  for  all  executor  and  trustee  services 


NEW  COURT,  ST.  SWITHIN's  LANE,  LONDON,  E.C.4.  MANSION  HOUSE  4356 


«v  f  .f.p 


Mm 
nm 


m 
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SYDNEY  L  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


A  Chinese  Pottery  model  of  a  standing 
horse  of  unusually  small  size,  covered 
with  a  creamy-yellow  glaze.  Height, 
without  stand,  6|  in.  T"ang  Dynasty, 
A.D.  618-907. 


Established  1910 


81  DAVIES  STREET 
LONDON.  W.I 
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MONTAGUE  MARCUSSEN 


98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


Rare  Chippendale  mahogany  Console  table  with  Irish  marble  top.  green, 
black  and  white  in  colour. 

6  ft.  6  in.  wide;  3  ft.  2  in.  deep;  2  ft.  10  in.  high. 
18th  Century  signed  Clodion  bronze.  Pair  of  Empire  3-light  ormolu  candelabra. 


XLV 


Chinese  porcelain  figure  of  Madame  de  Mainlenon, 
polychrome  -  9  inches  high.  Eightemth  century. 


ANTIQUE 
JEWELLERY 

HAUTE  EPOQUE 
GREEK  ROMAN 
BYZANTINE 

A  Private  Collection  of  Exceptional 
Importance  and  Quality 


FOR  DIRECT  SALE  ONLY 


Letters  to: 


Comte  dii  Puyiisoti 
15,' Rue  de  Sianiy  Paris,  XV le 


GALERIE  INTERNATIONALE 
D  ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 


PARIS.  1- 

\\\  K  >aim-hum»kh: 

Tel:  Opera 

BRLXELLES.  V 

-'tio.  AV.  K.  KOOSF.VELT 
Tel:  72.09. TO 

ZURICH.  1 

M  SCHKLI  R>TRASSK  ,1 
Tel:  2o  1  7  43 


Matliieu 

Guiette 

Compard 

Desottex 

Dau£[elo 

Corbero 

^  iola 

A.  Pomodoro 
G.  Pomodoro 


III  till-  troiil  line  (if  t  i»iili  nii>(irarv  art 
ARTISTS  OF  FAME  AND  PROMISE 


C.  T.  LOO  &  C 

48  Rue  de  Courccllcs 
PARIS 

41  East  57th  Street 
NEW  YORK 
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STADTWALDGURTEL  32 
COLOGNE 

(Illustrated  catalogue  free  on  request) 


J.  VI.  MOLENAER 


XL  VII 
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The  important  contents  ot  the 
March  number  of 

The  Connoisseur 

will  be  ot  a  varied  and 

completely  international  character. 

it  will  also  be  an  issue  for  which 

tliere  will  be  a  wide  demand, 

since  its  pages  will  be  exclusively  devoted 

to  the  big  international  art  exhibition 

to  be  held  at  the  Victoria  and  Albert  Museum, 

imder  the  auspices  of 

La  Confederation  Internationale  des 

Negociants  en  Oeuvres  d'Art, 

in  March  and  April. 

In  addition  to  over  thirt)'  pages 
featuring  the  C.I.N.O.A.  exhibits, 
many  of  them  in  colour, 
the  number  will  also  include 
the  following  articles: 

The  Building  of  Dyrham  Park,  Gloucestershire — 
for  William  Blathwayt  between  1692  and 
1 702 — its  architecture,  and  some  of  its  furniture 
and  paintings. 

JOHN  KENWORTHY-BROWNE. 

A  Japanese  Gift  to  Oxford — Forr\-  Colour  Prints 
by  Modern  Masters. 

PETER  SWANN. 

Four  Centuries  of  Collecting  by  the  Margraves 
of  Baden. 

COUNT  KALNEIN. 

Two  Great  Paintings  by  Cornelis  Vrooni. 

ERIC  PALMER. 

The  Mainierist  Goldsmiths — I  (Italian  Sources) 
and  some  Drawings  and  Designs. 

JOHN  HAYWARD. 

Flemish  and  Dutch  Landscape  Drawings — An 
Exhibition  in  the  University  Library,  Warsaw. 

ANDRZIG  CHUDZIKOWSKI. 

Yugoslav  Icons  at  Ohrid — on  the  occasion  of  the 
1 2th  International  Conference  of  Byzantine 
Studies. 

TAMARA  TALBOT  RICE. 
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DRAWING — a  graceful  linear  construction  executed  with  a  masterful  virtuosity — 
using  the  most  delicate  mediums — the  whole  will  be  beautifully  mounted,  ready  to 
hang  anywhere — send  choice  photograph  of  yourself,  a  loved  one,  or  of  any 
subject  matter — the  total  fee  is  fifty  dollars — send  to  athandsois,  1200  First 
Avenue  North,  Great  Falls,  Montana. 

Oxford  graduate  anxious  to  enter  Antique  business.  Requires  a 
position  to  learn  profession  with  a  view  to  future  in\'estment.  Box  Xo. 
7206.  

DUNNING'S  ANTIQUES  purchase  and  offer  Ship  Figureheads,  Sun- 
dials. Globes.  Scientific  Instruments,  Earlv  Car\  ings.  Rushlight  Holders, 
Sandglasses.  Door  Furniture.  58  Holywell  Hill,  ST.  ALBAXS.  51065. 
Chronometers,  deck  watches,  stopwatches  and  watch  spares  for 
Disposal  from  the  Unique  Collection  of  C'has.  Frank  Ltd.,  Saltmarket, 
Glasgow. 

Silver  Tea  and  Coffee  Services,  Trays,  Waiters,  Dishes,  Spoons  and 
Forks,  Candlesticks,  Candelabra,  Antique  Jewellery,  and  17th  and  18th 
century  Clocks.  GARRARD  &  CO.  LTD.,  Crown  Jewellers,  are  par- 
ticularly interested  to  purchase  and  offer  the  best  possible  prices.  Send 
pieces  to  1 12  Regent  Street,  London,  W.  1  or  we  will  gladly  arrange  for  a 
representative  to  call. 

WANTED  bv  Private  Collector  OLD  AMERIC.\X  FLAGS  (prior  to 
1870  .  Write:  B.  Mastai,  21  East  57th  Street,  Xew  York  22,  X.Y.,  U.S..\. 
CLASSICS  of  SPACE  ART.  200  oil  paintings  for  exhibitions.  Herb. 
Loewenthal,  Dos  Planet  b..  Xationalpark,  Zurich  1,  Kluseggstr.  16 
(Switzerland  i. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  W'e  are  pleased  to  advise 
\\'est  country  owners  re  sale  of  .\ntiques.  Pictures,  Silver,  etc.  (Estate 
Agenc\  Depts:  Torquay  22126.  Paignton  58296  . 

WANTED  to  buy.  Paintings  by  William  A.  Walker,  or  W.A.W., 
Libraries,  Old  letters  with  Stamps,  .Antique  Furniture,  China,  Silver, 
Old  coins,  .-American  Historical  paintings,  Xetsukes,  Paperweights, 
Southern  items  always  wanted.  Schindlers  Antique  Shop,  200  King 
Street.  Charleston  5,  S.  Carolina.  U.S..\. 

FOR  SALE:  Brass  Mantel  Clock — Galle,  Paris,  Fine  ormolu.  Alabaster 
Clock,  watch  movement — J'ot,  Paris.  Floral  inlay  Clock,  carrying  handle 
— Le  Rov.  Paris.  White  marble  Clock — Rollin,  Paris.  Best  Offers. 

Box  Xo.  7211.  

YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  C^omprehensive 
stock  of  .Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 
FOR  SALE  by  collector,  black  marble  clock.  Second  Empire  period, 
perpetual  calendar  and  in  working  order.  Dr.  Briffaut,  52  Rue  St. 
Georges,  Cambrai,  France. 

Register  advertisements  are  1  -  per  word,  minimum  15  -.  which  must  be  prepcid 
and  sent  to  the  Advertisement  Manager,  THE  COWOISSEL'R.  13-17  XEW 
BURLIXGTON PLACE,  LONDOX,  W.l.  (Gerrard  8166.  \  Addresses  or  Box 
Xumbers  must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Xumber.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for 
any  sales  effected. 


P.  H.  GII^I^IXGHAII 

M.B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK   IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


8  CHERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


Robert  de  Fresnes 


ANTIQUESand  OBJETS  D'ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 

EXPORTERS 

Trade  enquiries  /nv/ted 


CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

AYRSHIRE  Galston  311 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 

49  DORSET  STREET,  BAKER  STREET,  LONDON.  W.l     ■     Welbeck  8934 
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MONEY  SAVING  OFFER* 

for  all  who  love  beautiful  things 


The  lirsi  worldwide  encyclopedia 
oi  Antiques  in  5  monumental  volumes 


(N'olume  V  contains  an  Index  to  the  entire  set) 


Everythinji  you  want  to  know  about  Antiques  and  Antique  C  ollecting  ...  all  the  way  from  Venetian  Furniture  and  Chinese  Jades  to 
Persian  Rugs,  Russian  Silver,  and  Japanese  Armor  .  .  .  the  knowledge  of  the  world's  great  collectors,  connoisseurs,  and  dealers  at  your 
fingertips  in  2320  authoritative  pages  and  nearly  5000  magnificent  illustrations  .  .  .  indispensable  for  anyone  interested  in  antiques. 


THE  CONCISE  ENCYCLOPEDIA  OF 

AOTIQUES 

Compiled  by  7"/if  Connoisseur,  world's  torcniosi  numiizine  of  Antit/iie^  and  An .  under  the 
direction  of  L.  G.  G.  Ramsey.  F.S.  A. 

The  supreme  work  of  reference  for  the  lover  of  antiques,  w  hether  professional  collector 
or  appreciative  amateur,  is  now  complete  with  the  publication  of  the  fifth  and  final 
volume  of  THE  CONCISE  ENCYCLOPEDIA  OF  ANTIQUES.  Here,  indeed,  is  a 
treasury  of  authentic  antique  lore  without  equal. 

But  the  words  "reference"  and  "encyclopedia"  cannot  begin  to  describe  the  impact, 
excitement,  and  magic  of  these  monumental  volumes.  They  are  books  to  set  a  collector 
dreaming.  To  open  them  is  to  embark  on  an  enthralling  voyage  of  discovery  through  the 
great  antique  collections  of  the  world  and  the  great  periods  of  every  nation  that  have 
contributed  to  man's  legacy  of  beautiful  things. 

"Deftly  written  and  effectively  illustrated  ...  the  range  of  interests  and  information  is 
astonishingly  wide ...  A  handsome  piece  of  bookmaking  . . .  rich  and  informative  reading." 

-Chicago  Sunday  Tribune 

'■.\n  authentic  SDurce  of  information  for  the  amateur,  a  valuable  reference  for  the  expert, 
a  joy  to  those  who  love  beautiful  things. "-Los  Angeles  Times 

Every  field  of  Antiques  that  you  have  ever  heard  about,  read  about,  or  wanted  to  know 
more  about  is  explained,  described,  and  illustrated  with  wonderful  clarity  and  impecc- 
able authority  (the  list  of  contributors  reads  like  a  "Who's  Who  "  of  the  antique  world). 
Each  volume  is  complete  in  itself — and  a  prized  possession  in  itself. 

Here  is  just  a  sampling  of  what  they  contain : 

VOL.  I  Oak  Furniture.  Walnut  Furniture.  Mahogany  Furniture.  American  Furni- 
ture: English  Glass:  English  Ceramics.  Continental  Ceramics.  Chinese  Ceramics: 
English  Painted  Enamels;  Silver:  Jewelry;  Clocks  and  Watches;  Arms  and  Armor; 
Needlework  and  Embroidery;  Oriental  Carpets  and  Rugs;  Portrait-Miniatures;  Old 
English  Drawings  and  Prints;  European  Painting.  $J2  ■  SO 

VOL.  II  French  Furniture;  European  Tapestries  and  Carpets;  Netsuke  and  fnro; 
Metalwork;  Japanese  Prints:  Toby  Jugs;  Wedgwood;  Sheffield  Plate;  American  Silver; 
Musical  Instruments:  Coins  and  Medals;  Stamps  and  their  Forgeries;  Antique  Statuary 
and  Wax  Modelling:  Antique  Bronzes;  Silhouettes  and  Glass  Pictures;  Barometers; 
Musical-Boxes;  Dolls  and  Dolls'  Houses;  Ship  Models:  Jade;  French  Glass  Paper- 
weights; Pharmacy  Jars;  Wine,  Spirit  and  Sauce  Labels.  Much,  much  more.  SI 2 -50 

VOL.  Ill  Victorian  Furniture;  Garden  Statuary  and  Furniture:  American  Glass: 
Irish  Glass;  Greek  and  Roman  Statuary:  English  Colour-plate  Books  1775-1850;  Bird 
Prints;  American  Prints;  Picture  Fakes  and  Faking:  The  English  Chimney-piece: 
English  Wall  Mirrors;  Glass  Candelabra  and  Lustres:  Chess-men.  Old  English  Playing- 
cards.  Charters.  Seals  and  Parchments;  English  bookbindings;  Maps  and  Globes;  Wall- 
paper; List  of  Museums  and  Galleries.  Much  more.  $12  -50 

VOL.  IV  Italian  Furniture;  Chinoiserie;  Porcelain  of  the  Russian  Empire;  Tun- 
bridge  Ware;  Bristol  and  Nailsea  Glass;  Scottish  Silver;  Scandinavian  Glass;  The  Art  of 
Trompe  I'CEil;  Tea  Chests  and  Caddies;  Papier  Mache;  Brass  Chandeliers;  Tobacco 
Pipes;  Russian  Icons;  Limited  Editions;  Lace;  Horse  Brasses;  Walking  Sticks;  Sealed 
Glass  Bottles;  Vinaigrettes;  Locks;  English  Fans.  Much,  much  more.  $12-50 


*FREE  wiih  every 

order  lior  the  complete 
set  o(  3  volumes 


THP  CONNOISSEUR  S  HANDBOOK  OF  ANTIQUE  COLLECTING.  Edited  lyy  Helena 

Hayward.  PUBLISHED  AT  S5.95.  Yours  free!  The  book  you  see  in  the  hands  of 
bidders  and  buyers  at  auction  galleries  and  antique  shops.  Now  you  can 
buy  antiques  with  confidence,  thanks  to  your  persona!  Antiques  Experts, 
always  at  your  side  to  answer  your  on-the-spot  questions  about  Styles. 
Periods.  Technical  Terms.  Makers.  Makers'  Marks,  what  to  look  for  and 
what  to  beware.  400  Illustrations.  Alphabetical  arrangement  for  instant, 
confident  use. 


VOL.V  Ital  ian  Silver:  Venetian  Glass;  Gothic  Revival  Furnishings;  Italian  Eight- 
eenth Century  Drawings;  Engraved  Gems  of  the  Eighteenth  Century;  African  Art; 
Japanese  Armor;  Russian  Silver;  Norwegian  Silver;  French  Nineteenth  Century  Glass; 
Indian  Art;  Dutch  Delft;  Scandinavian  Pottery  and  Porcelain;  Royal  Copenhagen 
Porcelain:  Recipe  Books;  Fashion  Plates;  English  and  Dutch  Miniature  Silver;  The 
French  Impressionists:  Wedgwood  Jasper  Perfume  Bottles:  Eskimo  Art;  English  1 8th 
Cent.  Sporting  Pictures;  Knife  Boxes.  Plus  Index  to  all  five  volumes.  ^12  50 

FREE-EXAMINATION  COUPON 


To  Your  Bookseller  or 

HAWTHORN  BOOKS.  Dept.  C  262,  Englewood  Cliffs,  N.J. 

Yes  !  I  w  ant  to  take  advantage  of  your  special  offer.  Send  me  for  free  exami- 
nation all  5  volumes  of  THE  CONCISE  ENCYCLOPEDIA  OF 
ANTIQUES  plus  my  FREE  copy  of  the  S5.95  CONNOISSEUR'S 
HANDBOOK  OF  ANTIQUE  COLLECTING,  mine  to  keep  gratis  with 
my  purchase.  If  not  fully  satisfied.  I  will  return  all  6  books  within  10 
days — and  owe  nothing. 

□  Concise  Encyclopedia  of  Antiques.  5  volumes.  S62.50 

(And  I  receive  free  a  copy  of  the  S5.95  CONNOISSEUR'S  HAND- 
BOOK OF  ANTIQUE  COLLECTING). 

□  CHECK  HERE  FOR  MONTHLY  TERMS:  Bill  me  S12.50  a  month 
for  the  next  5  months  until  S62.50  plus  postage  is  paid. 

Send  only  volumes  checked  at  SI 2.50  each 

□  Vol.  I         □  Vol.  II         □  Vol.  in        □  Vol.  IV         □  Vol.  V 

□  The  Connoisseur's  Handbook  of  Antique  Collecting  at  S5.95 
Name   

Address 

City  Zone  State 

SAVE !  Enclose  check  or  money  order  as  payment  in  full  and  publisher 

pays  postage.  Same  return  privilege  and  refund  guaranteed. 


Stair  &  Company 

59  EAST  57th  STREET,  NEW  YORK  22    •    EL.  5-7620-1 

Mciiihcr  ol  Nfii'  )'ork  Aiiiiqiic  iiitil  An  Dcnicrs  Assoiidlioii 


Old  Enq^lhh  Furniture 
Porcelain  aud  Paintinos 


Unique  English  i8th  century 
Adam  carved  and  gilt 
over-mantel  mirror 
w  ith  Wedgwood  plaque. 

Circa  lyXo. 

igi2-ig63  -  Our  Fijiicili  'i'cnr 


In  the  centre  of  the  City  of  London  midway 
between  The  Mansion  House  and  St.  Mary  le 
Bow  Church  (Bow  Bells)  there  is  a  little  old 
fashioned  business  which  has  been  in  existence 
over  half  a  century. 

The  Corporation  of  London  have  a  notice  on 
the  wall  of  the  shop  which  states  'St.  Thomas  a 
Becket  was  bom  near  this  spot',  but  today  the 
beautiful  premises  are  the  home  of  The 
Worshipful  Company  of  Mercers  the  Premier 
Livery  Guild  of  the  City. 

The  little  business  on  the  comer  at  number 
90  Cheapside  has  quite  a  nice  collection  of 
English  Antique  Silver,  and  if  you  call  you  might 
find  just  the  piece  you  had  in  mind  to  purchase. 

Should  it  not  be  convenient  to  call  if  you  send 
a  letter  to  Hicklenton  &  Phillips  at  90  Cheapside, 
E.G. 2  stating  your  wants  together  with  the 
approximate  amount  you  expect  to  pay  you  will 
receive  a  courteous  and  prompt  reply. 


GREECE 


Individually  Planned 

HOLIDAYS 

Enjoy  complete  personal  freedom,  no  group  planning. 
Air  travel  by  regular  flights  of  scheduled  airlines, 
individual  itineraries  offering  a  well  balanced  holiday  which  is 
both  relaxing  and  interesting. 

FREE  BROCHURE,  fully  detailed.  Write  Dept.  (C2) 
E.  A.  GIBSON  &  COMPANY  LIMITED 

100  Fenchurch  Street,  London  E.G. 3.    (Member  of  A.B.T.A.) 


RALPH 
COX 

6  &7 
Castle  Hill 
Lincoln 

Telephone  22463 


GILT  BRONZE 

Florentine 

First  half  17th  Century 
Height  16  cnfi. 
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CLXTRAL 

(;\iij:riI'S 


()SKAR  KLEIN 
024  MAIMSON  AVENUE 
NEW  YORK  zi 

I  F  I  .  M  5-^564 


JAN  V  AN  KF  SSI  L 
1 626- 1679 


Alli  f^ory  oj  America  &  Africa 
C'.iiiv.is  42^  X  58  imhcs 


U'll  ^Jj 


She  dor 


CANALETTO  (Antonio  Canal),  1697-1768 
Imaginary  View  (13  v  12?  in.) 
Pen,  brown  ink  and  grey  wash 
Colls  •  Sir  Henry  Hawley,  Bt ;  Mrs.  Dunne 


150  East  61st  Street 

By  appointment 


New  York  22,  N.Y. 

PLaza  2-5164 


piorre  matiss0»  gatlertf 

vsentative  of 

Hitlihu  s 

If  n  V  Ever 

H  i  r  e  r  0t 

if  1  r  o 

L  V  V  «  r  h  »f  s  i  e  r 

R  i  o  |i  e  1  i  e 

S  a  i#  r  ft 

Mtiltftre  .s 

Hut  lev 

If  ft  r  1  f  1 1 

G  1  ff  *•  0  ni  4'  1 1  i 

R  o  .s  z  fi  k' 

* 

41  East  57th  Street,  New  York  22,  N.Y. 

LI 


DUVEEN 


PAINTING 


Masterpieces  of 

SCULPTURE 


PORCELAIN 


FURNITURE 


GOTHIC 


RENAISSANCE 


TAPESTRIES 


EIGHTEENTH  CENTURY 


DUVEEN  BROTHERS  INC. 

18  EAST  79  STREET 

21,  N.Y. 


Regatta  at  Deauville 

Oil  on  canvas 
10  X  18  inches 


RAOUL  DUFY 


HAMMER  GALLERIES  Inc. 

5 1  East  57th  Street,  New  York  11,  N.Y. 


SMITH  &  WATSON 

:0  EAST  55TH  ST.,  NEW  YORK  22         •         PLAZA  3-1462 
{Ellouise  Abbott,  503  Hathaway,  Houston  6,  Texas) 


Fruitwood  headboard  with  rosewood  overlay. 
Available  in  all  sizes  and  woods. 

BROCHURE    ON  REQUEST 
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AS  I^XIilBITI^D  BEFORt:  SALE  AT  THE 


Jml 

1 

PARKE-BERNET  GALLERIES  •  In 


wliere  tliese  twenty-lour  paintings  realized  $4,679,250 
at  tlie  Auction  tkere  on  November  15,  1961 


(Torres f)oncIence  C^nviiecl 


ence 

regarding  the  disposal  of  art  and  literary  property  in  the  world's  richest  market.  Rates  flexible.  Address 
PARKE-BERNET  GALLERIES,  Inc  •  980  Madison  Avenue  •  New  York 

or  our  European  Representative  EMIL  HARTMANN  •  Limmatstrasse  285,  Zurich 


LIU 


CRYSTAL 
CHANDELIERS 


This  IS  one  of  a  set  o{  til  ree  matched 
Frenck  eigkteentli  century  chandeliers, 
eacli  witK  tliirtA'  Lronze  Jore  arms  in 
tliree  tiers  witli  a  dazzling  array  of 
superLly  cut  crys  tal  prisms. 

The  length,  o2  inches;  the  spread,  43  inches. 

B.  Manlie  im 
Galleries 

409  ROYAL  STREET,  NEV  ORLEANS  12 


A  rare 
Tea  Machine 


Of  all  the  items  made  in  old  Sheffield,  the  tea 
machine  is  possiblv  the  rarest.  Onlv  a  few  are 
kno\*Ti.  still  in  private  collections.  This  is  a 
classic  example.  Center  urn  sw-ivels  to  both 
smaller  ones.  Lion  and  ring  handles,  ball 
feet.  Three  shields  for  engra^'ing.  In  beautiful 
condition. 

Height  approximately  21^  inche*  over  all. 
Width  approximately  20i  inrhe?  over  all. 


Direct  Importers 


Wakefield-Scearce  Galleries 

Old  Science  Hill  Chapel.  Slielbyv  ille,  Kentucky 

(on  j/if  main  road  {U.S. 60)  betiteen  LuuisriUc  and  Lfxinglon) 
Telephone:  {Area  Code  502)  ME.  3-4382 
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NEWHOUSE 
GALLERIES 

I  M  MM  MM  h  iS/S 

FINH  PAINTINGS 

JFAN  PHIIIPPl   VAN  TtllFirN 

I    I  8    I  hh  ; 

(  )|)  |>.iiU'L   I  H  .1       I  J  i  iiK  ln"» 

1^  KASl  ^7ih  STRhFT,  NHW  YORK 
N.Y. 
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THE 

BRITISH  ANTIQUE  DEALERS  ASSOCIATION 

Wish  to  announce 
The 

INTERNATIONAL 
ART  TREASURES  EXHIBITION 

at  the 

VICTORIA  &  ALBERT  MUSEUM 

2nd  March  to  29th  April 
1962 


The  Exhibition  which  is  being  presented  under  the 
auspices  of  C.I.N.O.A.,  the  International  Confederation 
of  Art  Dealers,  will  be  organised  and  arranged  by 
The  British  Antique  Dealers  Association. 


Discerning  buyers  and  sellers  appreciate  the  many  aduantagcs  of 
dealing  with  members.  A  bm^klet  price  _s/-  post  free  ($[  in  the 
U.S.A.),  gii'ing  the  names  and  addresses  of  ouer  fiue  hundred  estab- 
lished dealers  in  antiques  and  works  of  art  who  are  members  of  the 
Association  will  be  forii>arded  on  application  to  the  Secretary  at 

The  British  Antique  Dealers'  Association  Ltd 

20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  &:  2102 


7  Hf  SIGS  OF  MEMBERSHIP 
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Euoblnhcd  1889 


CHARLES  WOOLLETT  &  SON 

59  61  Wigmorc  Street.  London.  W.I 


Phone:  Wclbcck  5664 


FROM  THE  OTTO  BLOHM  COLLECTION 

I'erv  Ran-  KELSTERBACH  sfl  of  the  Four  Seasons  hy  Vogelmann.  as  Piiiti  4i  lo  41  inches  high,  marked  with  incised  monogram  HD  for  Hess-Darmstadi . 
{.Illustrated  by  Kurt  Roder.  "Das  Kelsterbacher  Porzellan"  I9SI.  plate  V:  also  illustrated  by  Sauerlandt,  plate  95.) 


S.  J.  SHRUBSOLE 


A  t'me  William  III  Punch  Bowl  by  John  Gibbon,  London  1701.  9J  in.  diameter,  5I  in.  high. 

Antique  English  Silver,  Old  Sheffield  Plate 


LONDON 

43  Museum  Street,  London,  W.C.i.  HOLbom  2712 


NEW  YORK 
104  East  57th  Street,  New  York,  U.S.A.  Plaza  3-8920 


minute  hem  llic  Brili<h  Museum 
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BY  APPOINTMENT 
TO  H.M.  THE  QUEEN 
MKDAI  I  l«T» 


SPINK  &  SON  LTD. 


EST. 


BY  APPOINTMENT 
TO  H  R.H.  THE  DUKE  OF  EDINBURGH 
MEDAU.ISTS 


5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 


Cublesi  SPINK,  LONDON 


Telephone:  WHITEHALL  5275  (5  lines) 


-.^^^.^ 


ANCIENT  GREEK  JEWELLERY 

A  necklace  and  earrings  in  gold  and  iridescent  glass 
Hellenistic,  circa  300  B.C. 


IRIHUTE  TO   rni    lilUTISH  ANTIQUE  DEALER— 26 


Rhenish  romanesque  arm  reliquary:  wooden  core,  the  hand  and  the  sleeve  overlaid  with  sheet  silver; 
at  the  wrist  a  bracelet  and  around  the  edges  of  the  sleeve  on  both  sides  a  broad  band  of  applied  enrich- 
ment, both  of  gilt-copper  filigree  in  a  scrolled  foliage  pattern  studded  with  semi-precious  stones;  on 
the  index  finger  a  ring  with  illegible  inscription;  at  the  front  of  the  sleeve  the  reliquary  compartment 
closed  with  a  crystal  panel.  Height  50  cm.,  width  15  cm.  Strasbourg  (?),  first  half  of  the  thirteenth  cen- 
tury. Collections:  A.  Ruetschi,  Robert  Forrer.  This  has  been  purchased  by  The  Barber  Institute  of 
Fine  Arts,  Birmingham  University,  from  Messrs.  Barling  of  Mount  Street,  London. 


Each  month  'The  Coimoisseiir'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sohl  or  loaned  to  a  musetun  or  public  institution  either  at  home  or  abrocui. 
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Jens  Jucl 

Master  Poi  trail  Painter 

Ellc  Poulsen 


UN  1  IL  well  into  the  ciglitccntli  century  Denmark  relied 
for  soiimi  portrait  paintinv;  mainly  on  tureign  artists  most  of 
whom  came  trom  Ciermatiy  or  the  Low  Countries.  Several  of 
them  were  ot  some  merit.  After  the  middle  of  the  century 
I^anish-horn  artists  began  to  appear;  but  the  most  talented, 
\'igihus  Erichsen  (1722-17S2)  went  oft  to  Russia,  where  he 
became  a  court  painter  to  the  Empress  Catheruie  the  Cireat. 
Another.  Corneluis  Hoyer  (1 741-1807)  devoted  hniiself  almost 
entircK  to  miniature  painting  and  earned  himself  a  European 
reputation. 

The  tirst  really  nnportant  Danish  portrait  painter  was  Jens 
Juel  (1745-1802).  Juel  received  a  typical  international  cighteenth- 
centurv  training.  He  studied  in  Hamburg  in  the  early  sixties 
under  a  master  who  gave  him  a  solid  technical  schooling,  and 
there  his  natural  artistic  talent  found  nourishment  in  the  local  art, 
\\  hich  was  mainly  inspired  bv  Holland.  On  his  return  home  in 
1 76s  at  the  age  of:  twenty,  he  showed  his  atiinities  with  this  school 
in  the  portrait  of  his  sister  Anne  Sophie  (No.  i).  The  portrait 
immediately  captivates  by  its  charming  character  and  harmonious 
interplay  ot  colours,  the  girl's  happy  and  composed  expression, 
and  the  dett  brushwork. 

In  1754,  King  Frederik  V  founded  the  Royal  Academy  of 
Copenhagen,  14  years  before  the  English  counterpart  was 
established.  The  Academy  was  modelled  on  the  first  of  such 
royal  academies,  the  French.  In  order  to  keep  as  close  as  possible 
to  this  model,  the  King  very  wisely  sent  for  the  French  sculptor 
j.  F.  Saly  and  the  French  architect  N.  H.  Jardin,  who,  together 
w  ith  the  Swedish  court  painter  C.  G.  Pilo,  were  entrusted  with 
the  direction  of  the  new  institution.  The  French  portrait  painter 
L.  Tocque  was  also  persuaded  to  come  to  Copenhagen  for  a  brief 
period ;  fortunately  it  was  long  enough  for  him  to  leave  behind  a 
series  of  remarkable  portraits.  These  made  a  deep  impression  on 
Juel  and  helped  him  to  find  his  own  st^de,  liberating  him  equally 
from  the  Hamburg  manner  and  from  Pilo's  brilliant  but  old- 
fashioned  Rococo. 

Juel,  who  was  a  bom  portrait  painter,  quickly  achieved  a 
reputation.  Thus,  when  in  1769  he  applied  to  the  King  for  a 
travel  allowance  in  order  to  complete  his  studies  abroad  he  could 
boast  that,  though  a  mere  pupil  at  the  Academy,  he  had  already 
painted  the  Queen  (No.  2).  In  1768  the  King  left  on  a  tour  of  the 
European  courts  which  lasted  for  nearly  a  year.  In  the  meantime 
Queen  Caroline  Mathilde  had  her  portrait  painted  by  Juel.  The 
painter  signed  the  picture  on  the  back  of  the  canvas:  J.  Juel  pinxit 


1 769.  The  bill  which  he  sent  to  the  Queen  is  dated  27th  February, 
1769,  and  mentions  a  portrait  'ad  vivam  pinxit  80  Rigsdaler'  and 
two  replicas  at  half  price. 

The  picture,  which  is  generally  considered  to  be  the  original, 
was  bought  at  auction  in  London  in  1925  and  acquired  by  the 
R(^yal  Museum  of  Art  the  following  year.  It  was  undoubtedly 
destined  for  one  of  the  Queen's  relatives  in  England,  possibly 
as  a  pendant  to  one  of  the  portraits  of  Christian  VII  that  were 
executed  during  the  King's  visit  to  her  brother  in  London  in 
1768.  He  was  painted  both  by  Angelica  Kauffmann  and  Nathaniel 
Dance.  The  radiant  scvcnteen-year-old  Queen  surely  delighted 
the  painter.  With  a  light  brush  he  painted  her  transparent 
mother-of-pcarl-likc  skin — that  would  have  inspired  a  Rubens  or 
a  Renoir — and  her  luminous  blue  eyes.  A  slightly  heavier  impasto 
was  used  for  the  blue  silk  of  her  dress,  the  brown  fur-edges  and 
the  bows  and  lace.  The  colours  are  well  set  off  by  the  greyish 
background. 

Finally  in  1772  Jucl  raised  sufficient  money  by  private  sub- 
scription to  go  to  Italy.  He  left  Denmark  in  November  and  spent 
the  winter  in  Hamburg  busily  painting  portraits.  Apparently  he 
was  in  no  great  hurry  to  travel  south  and  the  following  winter 
found  him  painting  at  Dresden.  There  he  copied  a  version  of 
Rubens'  portrait  of  his  sons  in  the  gallery  and  studied  the  art  of 
Graff,  the  eminent  and  prolific  German  portrait  painter  whose 
own  style  was  strongly  influenced  by  Reynolds. 

The  few  pictures  by  Juel  known  from  this  period  are  experi- 
mental in  style  and  technique  (No.  3).  He  is  reputed  to  have 
painted  portraits  of  the  young  Saxon  Princesses  and  of  the  Duke 
of  Curland.  Nothing,  however,  is  known  of  their  present 
whereabouts. 

We  may  assume  that  Juel  reached  Rome  in  the  autumn  of 
1774  w'here  he  remained  until  the  summer  of  1776.  Unfortun- 
ately few  pictures  connected  with  his  stay  there  have  survived. 
However,  it  is  significant  that  in  one  of  his  very  rare  letters,  to 
Count  A.  G.  Moltke,  the  chairman  of  the  Academ\%  he  wrote: 
'This  is  the  one  place  that  excclls  in  this  science  (i.e.  portrait 
painting).'  At  this  period,  the  contemporary^  portrait  painter 
whom  Juel  would  have  been  anxious  to  meet  was  the  inter- 
nationally famous  Pompeo  Batoni.  The  only  other  artist  who 
could  rival  him  in  fame — at  least  among  Germans  and  Danes — 
was  the  German  born  Anton  Raphael  Mengs,  who,  however,  was 
then  in  Madrid  painting  his  efficient  portraits  of  the  Spanish 
royal  family. 


(Princess  Louise  Augusta,  Duchess  of  Augustenborg,  a  daughter  of  the  Danish  Queen  Caroline  Mathilde, 
a  sister  of  Ring  George  III.  Signed  1787,  235  x  160  cm.  The  Frederiksborg  Museum,  Hilleroed. 
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Although  there  is  no  documentary  evidence  to  support  the 
contention,  it  would  be  reasonable  to  assume,  in  view  of  Batoni's 
reputation  and  Juel's  expressed  acknowledgement  of  the  possib- 
ilities of  studying  portrait  pauitmg  m  Rome,  thatjuel  became  one 
of  the  group  of  students  who  were  allowed  to  work  in  Batoni's 
famous  and  much  frequented  studio  in  the  Via  Bocca  di  Leone. 

Here,  since  around  the  midcile  of  the  century,  practically  every 
visiting  prince  or  Enghsh  nobleman  had  found  time  to  sit;  so  as 
to  take  home  a  souvenir  of  his  Grand  Tour.  These  elegantly 
dressed  figures  are  posed  against  a  suggestive  background  of 
Roman  sky,  trees  and  monuments.  Batoni  in  Rome,  like  Gains- 
borough in  England,  painted  pictures  destined  to  take  their  places 
among  ancestral  portraits ;  perhaps  next  to  a  van  Dyck,  a  Lcly  or  a 
Kneller.  It  is  inevitable  that  the  two  outstanding  artists  must 
have  been  acquainted  with  each  other's  work;  although  we  may 
suppose  that  Batoni  mostly  learned  about  Gainsborough  from 
the  conversation  of  his  distinguished  sitters,  whereas  the  latter 
hardly  could  avoid  being  confronted  with  pictures  by  Batoni  as 
his  portraits  arrived  in  Britain  in  great  number  (John  Steegmann's 
list  in  The  Burliii\itoii  Ma^iazinc  in  1946  ran  to  nearly  one 
hundred),  and  some  were  exhibited  at  the  Royal  Academy. 

The  mastery  of  portraits  with  a  landscape  background — 
what  is  usually  termed  'the  English  type  of  portrait' — which 
Juel  learnt  from  Batoni  was  one  of  the  obvious  results  of  his 
Roman  stay.  One  finds  this  type  of  portrait  in  several  of  the 
pictures  which  Juel  painted  between  1777  and  1779  in  Geneva 
(Nos.  4  &:  5)  on  his  return  from  Italy  and  after  a  brief  visit  to 
Paris.  Juel's  Swiss  pictures  were  of  modest  size  like  those  of 
Liotard  and  combine  a  British-Italian  composition  with  a  French 
technique  reminiscent  of  early  Gainsboroughs. 

On  his  return  to  Copenhagen  in  1780,  Juel  was  appointed 
Court  painter  and  his  portraits  were  greatly  in  demand.  Con- 
sequently he  spent  the  rest  of  his  life  creating  a  portrait  gallery  of 
his  contemporaries,  an  achievement  of  the  greatest  value  for 
posterity  because  of  the  artistic  quality  and  human  and  historical 
interest  of  his  work.  His  pictures  number  well  over  a  thousand. 
The  admiration  of  his  compatriots  for  the  skill  with  which  he 
hastily  sketched  a  figure,  touched  in  the  lace  of  a  silken  dress,  and 


caught  the  likeness  of  a  sitter  was  enthusiastic  and  uncritical.  Juel 
faithfully  rendered  what  his  observant  eye  registered  and  what 
pleased  his  heart.  His  portraits  rarely  show  the  deep  poetical 
qualities  of  a  Gainsborough  and  even  less  the  merciless  penetra- 
tion of  a  Goya,  but  his  own  lovable  character  shines  through 
everything  he  painted. 

The  full-length  portrait  of  Louise  Augusta,  a  daughter  of 
Queen  Caroline  Mathildc,  is  both  delicate  and  unpretentious 
(see  frontispiece).  The  modesty  of  the  young  woman  who  carries 
herself  like  the  slender  stem  of  a  flower  is  strangely  touching  and 
denotes  an  incipient  romanticism. 

An  unusual  full-length  portrait  of  an  Englishman,  Joseph 
Greenway  in  a  landscape  (No.  6),  painted  during  a  visit  to  Copen- 
hagen and  signeci  Jiicl  piiixit  Hajuiae  1788,  shows  the  sitter  in  his 
blue  coat  and  yellow  waistcoat  and  breeches  leaning  against  a 
grass  covered  bank  below  the  silvery  trunks  of  a  couple  of 
beeches.  Behind  him  stretches  a  lovely  open  landscape.  White 
clouds  float  across  the  blue  sky  like  the  white  sails  across  the  Sund 
and  the  grass  is  covered  with  yellow  and  white  flowers.  It  looks 
at  first  sight  like  a  Gainsborough  painted  in  a  Danish  wood,  but 
is  at  the  same  time  so  close  to  the  Batoni  in  the  Brinsley  Ford 
Collection  (see  Denys  Sutton,  Country  Life  Annual  1958.)  that 
Juel  surely  had  this  picture — or  one  like  it — in  mind  when  com- 
posing the  Greenway  portrait. 

Juel's  full-length  group  portraits  on  the  other  hand  clearly 
show  a  knowledge  of  English  conversation  pieces.  His  greatest 
work,  the  Ryberg  family  portrait  (No.  8)  from  c.  1796,  is  a  noble 
expression  of  his  admiration  for  English  art.  This  monumental 
picture  shows  the  old  distinguished  Niels  Ryberg  seated  by  a  path 
at  Frederiksgave,  his  estate  in  Funen,  and  looking  affectionately 
at  his  son  and  daughter-in-law.  The  harmonious  encounter 
between  three  people  in  a  precisely  rendered  Danish  landscape  is 
painted  as  lightly  and  beautifully  as  it  is  conceived.  It  conveys  all 
the  true  culture  and  grace  of  the  late  eighteenth  century.  Al- 
though the  pronounced  classical  composition  is  obviously 
English,  yet  at  the  same  time  it  recalls  pictures  by  Frans  Hals  and 
van  der  Heist.  Juel  undoubtedly  knew  his  Dutch  masters  as  well 
as  did  Gainsborough  and  Zoffany. 
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I.  Annt  Sophie  Juel,  a  sister  of  the  artist.  Signed 
1765,  31  24  cm.  Mrs.  Mdrta  Topsee-Jensen 
Collection.  Copenhagen. 


2.  Queen  Caroline  Mathilde  of  Denmark,  a  sister 
of  George  III.  Signed  1769,  75  - 5  ^  62  cm.  The 
Royal  Museum  of  Art,  Copenhagen. 


3.  Self  Portrait,  s6- s  44  5.  Dresden,  1773 774. 
The  Royal  Museum  of  Art,  Copenhagen. 


4.  Madame  de  Prangin,  Geneva.  Signed  1777  or 
1779,  86  - 5  72  cm.  The  Royal  Museum  of  Art, 
Copenhagen. 


5.  fean  Armand  Trochin,  Ambassador  to  the 
French  and  English  Courts,  Geneva.  Signed 
I779»  72  X  57  cm.  The  Royal  Museum  of  Art, 
Copenhagen. 
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As  far  as  style  and  the  depiction  of  character  are  concerned 
Juel  was  inevitably  closer  to  Zoffanv.  with  his  German-Italian 
background,  than  to  Gainsborough,  whose  poetical  analysis  and 
light  brushwork  is  as  English  asjuel's  discreet  bourgeois  approach 
is  Danish.  And  it  is  only  in  his  drawings  that  Juel  occasionally 
reaches  Gainsborough's  high  artistic  quality  (No.  7).  The  re- 
semblance between  an  early  Juel  and  an  Allan  Ramsay  is  purely 
fortuitous  and  can  be  put  do\\'n  to  a  common  interest  in  French 
art.  On  the  other  hand,  a  comparison  between  Juel  and  John 
Singleton  Copley  is  more  rewarding.  The  two  artists  were  in 
fact  both  studying  in  Rome  at  the  same  time  and  presumably  met 
at  Batoni's  studio.  They  both  display  the  same  strange  mixture 
of  a  grand  international  style  and  an  inborn  provincialism. 
The  similarity  of  their  oval  portraits  is  sufficiently  astounding,  as 
to  prove  confusing. 

One  of  the  several  ways  in  which  Juel  can  have  learnt  about 
English  portraiture  was  through  his  friend,  the  engraver  J.  F. 
Clemens,  who  came  to  London  between  1792  and  1795  in  order 
to  engrave  the  large  print  The  Death  of  Moiit^ioiiiery  after  Trum- 
bull. He  is  almost  certain  to  have  passed  on  to  his  interested 
friend  illustrated  accounts  of  what  he  saw  of  English  art.  A 
knowledge  of  Gainsborough's  The  Moriiiiio  JValk,  for  instance,  is 
evident  in  one  of  the  studies  for  the  large  double-portrait  of 
Count  Raben  and  his  wife  (No.  9)  while  the  unusual  motif  and 
size  of  the  full-figure  portrait  from  1802  of  a  running  boy 
(No.  10)  recalls  Gilbert  Stuart's  somewhat  earlier  The  Skater. 

Juel  found  landscape  painting  a  recreation  after  the  tiresome 
toil  of  portrait  painting.  In  this  capacity  he  occasionally  comes 
close  to  Richard  Wilson.  Although  the  two  painters  never 
actually  met,  Juel  may  well  have  heard  about  Wilson  in  Rome 
and  seen  pictures  by  him  at  Mengs'  house.  Juel's  love  of  old 
masters  such  as  Rubens,  Claude,  Ruysdael  and  Hobbema,  as  well 
as  his  knowledge  of  his  contemporaries  Vernet,  Hackert  and  the 
Swiss  masters,  is  well  illustrated  in  his  landscapes.  His  actual  and 
ideal  scenes  from  nature  oscillate  between  the  baroque-romantic 
and  the  classical  at  the  same  time  as  they  arc  stamped  by  Juel's 
own  acute  and  loving  observations.  The  form,  the  light,  and 


6.  Joseph  Greenway,  Esquire.  Signed  1788,  54  75 
cm.  Mrs.  Cleveland  Greenway  Collection,  London. 


7.  A  study  for  the  portrait  of  Countess  Ulrikke 
Eleonora  Wedel-Jarlsberg.  Black  and  white  chalk 
and  pastel,  41  6  28  3  cm.,  1792.  The  Royal  Print- 
room,  Copenhagen. 


8.  Niels  Ryberg  with  his  Son  and  Daughter-in-law 
(nee  Falbe)  253  336  cm.,  1796^97.  The  Royal 
Museum  of  Art,  Copenhagen. 


9.  The  Count  and  Countess  Rahen.  Oil  sketch,  39 
26  cm.,  the  early  1790's.  P.  A.  Koch  Collection, 
Copenhagen. 


10.  Running  Boy  (Marcus  Pauli  Karenus  Hoist  von 
Schmidten  on  his  way  to  school),  180  5  126  cm., 
1802.  The  Royal  Museum  of  Art,  Copenhagen. 


II.  Approaching  Storm  (Eigaard  by  Ordrup),  43 
61  cm.,  the  1790's.   The  Royal  Museum  of  Art, 
Copenhagen. 


74 


8  9 


10  II 


above  all  the  colours  of  nature,  are  rendered  with  a  lively  brush- 
work  which  makes  the  finished  work  (No.  1 1)  much  more  than 
a  pastiche. 

Juel's  art  was  of  the  greatest  importance  for  his  pupils,  of 
whom  the  most  talented  were  Caspar  David  Friedrich  and 
Philipp  Otto  Runge,  both  North-Germans.  The  former  spent  the 
years  1794  to  1797  in  Copenhagen  while  the  latter  arrived  in  1799 
and  stayed  until  the  well-founded  fear  of  an  English  attack  on 
Copenhagen  by  the  end  of  March  1801  made  him  hurriedly 
depart  for  his  native  country  provided  with  an  introduction  from 


Juel  to  his  old  friend  Graff  in  Dresden.  Juel's  contemporary 
Danish  pupils  were  quite  unimportant;  Thorvaldsen  the  sculptor 
being  the  only  artist  of  genius  to  frequent  the  Academy  during 
Juel's  lifetime.  It  was  not  until  six  months  after  Juel's  death  that 
the  painter  C.  W.  Eckersberg  (i 783-1 853),  the  greatest  Danish 
classicist,  arrived  from  Flensborg  to  study  in  Copenhagen.  For 
him  Juel's  painting  was  to  become  a  model  and  a  living  inspira- 
tion, and  he  passed  this  love  of  Juel  on  to  the  gifted  generation  of 
painters,  who  were  to  become  his  pupils  and  whose  work  re- 
present the  true  Golden  Age  in  Danish  painting. 
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Beitel 

Thoivaldsen  s 
Drawings 


Dyvcke  Helsted 

(Curator  of  the  Thorvaldsen  Museum,  Copenhagen) 


THE  Thorvaldsen  Museum,  alongside  the  Palace  of  Christ- 
iansborg,  was  nearly  finished,  when  Bertel  Thorvaldsen,  on  a 
spring  night  in  1844,  suddenly  dropped  dead  in  his  scat  at  the 
Theatre  Royal  in  Copenhagen. 

Most  of  his  work,  consisting  of  approximately  700  statues, 
busts,  rehefs  and  sketch  models  together  with  his  collection  of 
paintings,  classical  sculpture,  bronzes,  vases,  coins  and  gems,  had 
already  been  sent  back  from  Rome.  What  remained  in  his  house 
in  Via  Sistina,  after  prompting  by  King  Christian  VIII,  was  then 
packed  in  boxes  and  sent  off  under  the  supervision  of  the  secretary 
to  the  Danish  Royal  Academy,  Justus  Mathias  Thiele.  The  latter 
prided  himself  on  being  known  as  'Thorvaldsen's  biographer'. 

After  the  boxes  had  left,  Thiele  wandered  around  the  modest 
apartment,  kicking  at  the  straw,  boards  and  bits  of  packing  that 
littered  the  floors.  Now  and  then  in  doing  so,  pieces  of  paper 
would  fly  up.  On  a  closer  examination  these  turned  out  to  be 
fragments  of  letters  and  drawings  by  Thorvaldsen.  Roused  by 
this,  Thiele  considered  the  many  letters  which  the  sculptor  had 
received  over  the  years  from  an  enthusiastic  European  public,  and 
his  reluctance  to  throw  away  any  paper  that  could  still  be  used 
for  drawing  or  writing  on. 

A  search  of  the  house  brought  Thiele  to  a  cellar  entrance 
blocked  by  a  mound  of  earth,  a  further  pile  of  clay,  and  finally  by 
an  unfinished  relief.  At  the  bottom  of  the  dark  cellar  he  found 
two  large  casks  which  contained  several  thousand  crumpled  and 


1.  Self  Portrait.  Pencil  and  watercolour  on  primed  parchment,  Copenhagen 
1794,  Oval:  13  3  10  4  cm.  All  illustrations  in  this  article  are  reproduced 
by  courtesy  of  the  Thorvaldsen  Museum,  Copenhagen. 

2.  Bacchus  riding  a  Panther  with  Satyre  and  a  Bacchant.  After  a  Roman  relief 
in  the  Villa  Borghese,  now  in  store  at  the  Louvre,  circa  A.D.  200,  (Cat. 
No.  1588).  Pen  and  wash,  Rome  circa  1800:  11-7  X  16  6  cm. 

3.  Priam  pleading  with  Achillesfor  the  Body  of  Hector.  Black  chalk,  Rome  circa 
1804.  A  study  for  a  relief  modelled  in  1815 :  25  -  8  X  43  i  cm. 


torn  pieces  of  paper.  These  were  already  suffering  from  damp  and 
were  mixed  with  rubble  and  glass. 

Thiele  set  to  work  sorting  out  his  find.  The  pieces  which  he 
salvaged  were  dispatched  to  Copenhagen,  where  the  fragments 
were  put  together;  and  in  this  miraculous  way  Thorvaldsen's 
correspondence  was  resurrected.  As  a  consequence  Thiele  was 
able  to  incorporate  in  his  biography  precise  and  detailed  infor- 
mation about  the  genesis  of  Thorvaldsen's  work;  an  otherwise 
very  difficult  task.  The  sculptor,  although  kindly  disposed  to- 
wards Thiele' s  efforts,  was  by  no  means  communicative,  and, 
when  asked  about  his  early  work,  was  inclined  to  confuse  dates 
and  sitters. 

There  was,  however,  another,  and  even  more  important, 
aspect  of  the  find.  The  blank  pages  in  the  letters  and  the  backs 
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ot  olil  iinn.itioiis  I  oiit.iiiu  il  (.Ir.iw  mgs  by  1  liorv.ilclNCii.  I  lu  smlp- 
toi  Ihx'ii  id  tlu-  h.ihit.  \\lu-ii  wishing  to  clarity  a  si  ulptural 
ivlca.  of  MM/mg  the  lUMiCNt  Maiik  piece  oi  paper,  ami  skett  lung  it 
out  in  pen  or  peiuil.  All  these  (.irawmgs  (some  500  in  number) 
together  with  several  that  hail  been  riHed  by  art-lovcrs  on  the 
\\  av  [o  the  casks  in  the  cellar  or  w  Inch  had  previously  been  given 
awav,  torm  part,  and  by  no  mean";  the  least  attractive,  of  the 
ci^Ilection  at  the  I'horvaldsen  Museum.  I'he  drawings  however, 
have  lun  vet  been  fully  interpreted  and  dated;  altlu>ugh  without 
them  iHir  knowledge  ot  I  horvaldsen  as  an  artist — and  indeed  of 
Roman  neo-dassicism — necessarily  remanis  incomplete. 

I  horvaldsen's  earliest  known  drawings  are  the  sketches  that  he 
executed  in  the  albums  his  triemis.  Also,  he  carried  out  a  num- 
ber ot  oval  pencil  portraits.  1  le  accepted  such  ct)mmissions  in 
order  to  relieve  the  tiiiancial  worries  of  his  parents. 

From  the  year  1794,  after  he  had  finished  his  training  as  a 
sculptor  at  the  Royal  Academv  in  CA^penhagen,  can  be  dated  a 
small  Sell  l\ntrait  (No.  i),  which  shows  the  sculptor  standing  by 
his  modelling-stand  and  filling  his  long  pipe.  This  very  youthful 
work  is  an  attractive  document,  as  it  was  executed  in  his  rooms  in 
one  ot  the  old  and  narrow  streets  of  C'openhagen.  Mis  face  is 
dominated  by  that  pair  of  very  clear  bkie  eyes,  which  later  were 
to  gain  him  so  manv  admirers  aiming  the  European  beauties  of 
Roman  society. 

Having  won  the  Academy's  travelling  scholarship,  Thorvaldsen 
set  out  tor  Rome,  where  he  arrived  in  1  797,  being  accomnuHlatcd 
in  Flaxman's  old  studio  in  the  Strada  iJabuina.  One  of  his  first 
aims  was  to  learn  how  to  work  in  marble.  He  was  encouraged  to 
study  the  Antique  by  the  painter  A.J.  C'arstens,  himself  a  radical 
classicist.  At  the  same  time  the  learned  Danish  antiquarian,  (ieorg 
Zocga,  tired  him  with  the  desire  to  try  to  recapture  the  beauty  of 
the  classical  world.  Zoei^a's  demands  were  absolute,  and  Tht^r- 
valdsen  is  known  to  have  broken  or  decapitated  those  statues 
\\  hich  had  provoked  Zoega  to  remark  that  'the  Ancients  would 
not  have  done  it  in  that  way'. 

Another  road  to  Antiquity  was  represented  by  his  studies 
after  Roman  reliefs  and  statues.  In  the  Villa  Borghese,  for 
example,  Thorvaldsen  made  a  drawing  after  a  Bacchanalian 
Relief  (No.  2).  The  latter  is  now  in  store  at  the  Louvre.  The  rather 
coarse  and  much  damaged  relief  is  rendered  with  strong  contrasts 
ot  light  and  heavily  washed-in  shadows,  in  the  manner  of  Thor- 
valdsen  s  teacher  at  the  Academy,  the  romantic  classicist  Nicholas 
Abildgaard.  Thorvaldsen  saw  this  relief  with  the  eyes  of  a  man  of 

4.  Hercules  and  Omphale  with  the  Child  Cupid.  Black  chalk, 
Rome  fiVfj  1805-10:  16  5      19  9  cm. 

5.  Cupid  attd  Psyche.  Pen,  a  study  for  a  statue,  modelled  in 
Rome  in  1807:  20  2  ■  34  6  cm. 

6.  Venus  and  the  Child  Cupid.  Pen,  on  the  reverse  a  draft  of  a 
letter  dated  (Rome)  April,  1813:  12  2  cm.  high. 

7.  Dying  Lion.  A  study  for  the  monument  at  Lucerne  for  the 
Swiss  who  fell  in  Paris  in  1792.  Pen,  Rome  1818:  9  3  a 
13  -4  cm. 

8.  Kneeling  Angel  holding  a  Baptismal  Basin.  Pen,  a  study  for 
the  Angel  in  the  Church  of  Our  Lady,  Copenhagen,  modelled 
1827:  n-6  X  14-3  cm. 
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9-  Cupid  riding  a  Dolphin.  Pen,  a  study  for  a  relief,  modelled 
in  Rome  1828:  9  3      10  9  cm. 


10.  Adonis  Walking.  A  study  for  relief,  never  executed,  in  the 
Palazzo  Torlonia  (now  destroyed)  in  Rome.  Pen,  on  the 
reverse  part  of  an  invitation  dated  1837 :  12  2      80  cm. 


the  eighteenth  centun',  making  it  expressive  of  a  gentle  joie  de 
vivre',  rather  than  monumental.  As  a  true  neo-classicist  Thor- 
valdsen  sought  perfection.  He  had  no  liking  for  fragments  and 
torsos,  and  did  not  hesitate  to  replace  or  complete  the  damaged 
or  lost  parts  of  an  antique  sculpture,  as  in  this  drawing. 

The  turning  pomt  m  Thorvaldsen's  career  was  m  1803,  with 
the  statue  of  Jason  ivith  the  Golden  Fleece.  He  was  about  to  leave 
Rome  for  the  North,  and  the  'vetturino'  was  waiting  at  the  door, 
when  he  received  an  order  from  Sir  Thomas  Hope,  the  coUector 
and  connoisseur,  to  execute  the  Jason  in  marble.  This  last  minute 
commission  enabled  Thor\'aldsen  to  stay  on  in  Rome,  where  the 
news  quickly  spread  that  a  fresh  sr\  le  had  emerged.  Even  Canova 
admitted,  apropos  of  Jason,  that  ^i/cif'  opera  di  quel  oiovane  daiiesc 
e  fatto  in  uno  stilo  iiiioi'o  e  orandioso. 

Jason  was  the  first  of  a  large  number  of  Thor\'aldsen's  works  to 
be  bought  by  Enghshmen.  One  of  the  most  interesting  is  the 
relief  representing  Priam  pleading  with  Achilles  for  the  Body  of 
Hector  of  which  one  marble  copy  is  at  Wobum  Abbev  and 
another  at  Chatsworth.  The  composition  itself  combines  features 
derived  from  an  antique  gem,  a  drawing  bv  Carstens  and  an 
engraving  by  Flaxman.  Thorvaldsen's  own  drawing  (No.  3) 
shows  how  he  attempted  to  find  a  solution  for  the  combination  of 
a  seated  and  a  kneeling  figure.  The  two  figures  are  linked  by  one 
unbroken  movement  and  this  gentle  flow  from  one  person  to 
another  was  later  to  become  characteristic  of  Thorvaldsen's 
compositional  method.  The  dra\\dng  of  Hercules  and  Oniphale 
(No.  4)  is  endowed  with  this  rhythm,  which  is  so  unmistakablv 
Thor\^aldsen's;  and  so  are  the  sketches  for  the  statue-group  of 
Cupid  and  Psyche  (No.  5).  Here  within  the  embracing  movement 
of  a  closed  outline,  Cupid  and  Psyche  arc  seen  to  touch  each 
other's  chin  with  loving  gentleness.  In  the  drawing  Veinis 
accompanied  by  the  Child  Cupid  (No.  6),  it  is  the  hesitant  woman 
and  the  eager  child  that  are  welded  together.  Thor\'aldsen  has 
compromised  with  the  strict  srx  listic  discipline  of  his  classicism 
in  order  to  express  a  more  sensuous  beauty;  an  approach,  how- 
ever, which  is  abandoned  in  the  finished  statue.  Several  marble 
examples  of  this  group  were  sold  to  England,  one  of  which  is 
still  at  Chatsworth. 

Small  and  hastily  sketched  drawings  hke  the  Venus  and  Cupid, 
though  not  ver\-  informative  about  details,  are  significant  for  the 
study  of  poses  and  for  the  assessment  of  a  figure's  volume  and  the 
plasticity'  of  its  movements.  The  small  sketch  ^DyiH^L/on  (No.  7), 
for  example,  shows  the  essentially  finished  composition  for  the 


II.  Alrr.Mry  ..Iff)  i»nf />>)'i/n  !</•(.>  //lii  tm  (or  /cphyr  hriiif;iii^ 
r%\ihc  l>.uk  Irum  llu-  pi-.ik  ot  .i  momit.iiii).  IV-n,  Koim*  1K3H: 
10  5  cm.  hi^h. 


12.  \e)fus  AhJuiling  Deiiinir^i.  Pen.  .\  stiiily  lor  .1  ri-licf, 
tiuHicllfil  in  Rome  1814:  ig      io  40111. 


larijc  inomiincnt.  carved  in  tlio  rock  oiitsitlc  Lucerne  which  was 
erected  to  commemorate  the  dead  soldiers  of  the  Swiss  Ciiiard. 
The  wav  the  forepart  ot  the  hon  is  weighed  down  by  pain  is  as 
moving  m  the  drawuig  as  in  the  monument;  and  nothing  of  the 
beautv  has  vanished  owing  to  the  large  scale  of  the  hnished  work. 

hi  the  sketch  Kiiirliii\i  Ain^cl  liol(iiii\^  ii  Baptismal  Basin  (N(\  8), 
intended  tor  the  Church  ot  Our  Lady  in  Copenhagen,  the  com- 
position is  balanced  by  the  huge  wings,  while  the  line  has  the 
character  ot  beautitul  calligraphy.  This  ability  to  convert  a  given 
subject  into  an  ornament  is  typical  ot  the  neo-classical  artist;  it  is 
ciearlv  demonstrated  in  Thorvaldsen's  drawing  Cupid  ri(iiii{;  a 
Dolphin  (No.  9).  which  is  a  sketch  for  a  relief  from  a  series  with 
Anacreontic  themes. 

A  similar  decorative  grace  distinguishes  the  Adonis  Walkiin^ 
(No.  10).  a  sketch  for  a  small  relief  for  the  now  destroyed  Palazzo 
Torlonia  in  Rome  which  was  never  executed.  There  is  no  hint  of 
a  background  behind  the  tigure.  yet  he  seems  to  be  walking 
through  nature.  This  is  typical  of  Thorvaldsen.  who  understood 
how  to  evoke  a  landscape  atmosphere  around  his  figures  which 
corresponded  with  their  moods. 

However,  this  gentle  contemplative  lyricism  is  sometimes 
broken  bv  stronger  passions.  A  small  sketch  of  two  flving  figures 
(No.  11),  is  swept  in  a  storm  ot  movement;  and  the  excellent 
sketch  of  IW'ssus  Abductino  Dcianira  (No.  12)  is  accentuated  by  the 
restlessness  of  the  design.  The  intersecting  lines  emphasize  the 
speeci  of  the  prancing  horse;  at  the  same  time  as  the  reluctant 
girl,  by  her  gestures,  seems  to  attempt  to  arrest  the  movement. 

In  his  own  lifetime.  Thorvaldsen's  finished  drawings,  which 
were  in  the  manner  ot  Raphael  and  worked  out  in  every  detail, 
were  much  sought  after.  They  made  desirable  birthday  presents 
for  his  triends  and  patrons.  Thorvaldsen  was  himself  a  collector  of 
drawings,  owning  an  excellent  Guercino,  and.  above  his  bed, 
hung  a  drawing  reputed  to  be  by  Raphael. 

Thorvaldsen  in  his  sculpture  sought  to  render  the  contempor- 
ary ideal  of  perfect  beaut\".  He  was  in  this  respect  a  true  follower 
of  Winckelmann  whose  concept  of  beaut}'  was  that  it  'should 
descend  softlv  like  dew  and  not  come  like  a  storm'.  In  his  sketches, 
on  the  other  hand.  Thorvaldsen  did  not  adhere  to  this  ideal  of 
perfection.  In  spite  of  the  charm  of  their  spontaneity,  the  refine- 
ment of  their  calligraphy,  and  the  temperament  that  speaks 
through  them,  the  sketches  were  not  greatly  valued  in  the  early 
nineteenth  century.  Only  later  generations  have  increasingly 
appreciated  their  qualirs-  as  independent  works  of  art. 


Royal  Danish  Porcelain 

and  the  C.  L.  David  Collection 


Bredo  L.  Grandjean  (Archivist  to  the  Royal  Danish  Porcelain  Manufactory) 


IN  December  1945  a  new  and  important  museum  was  added  to 
the  attractions  of  Copenhagen.  C.  L.  David  (1878-1960),  a 
well-known  Danish  lawyer,  by  deed  of  gift  made  over  his 
collection  to  a  private  foundation  attached  to  the  Danish  Museum 
of  Decorative  Art,  of  which  he  himself  had  been  the  chairman 
of  the  trustees  for  many  years.  Mr.  David's  donation  included  a 
handsome  house  dating  from  1 807  opposite  the  garden  at  Rosen- 
borg Castle  and  a  not  inconsiderable  capital  sum  available  for  the 
administration  of  the  collection  and  research  in  connection  with 
it.  This  also  guaranteed  the  continued  growth  of  the  museum. 

The  collection  consists  of  choice  pieces  of  Islamic  and  European 
ceramics,  English  and  Danish  silver  and  eighteenth-century 
furniture.  David  first  started  as  a  collector  of  Danish  paintings, 
and  this  aspect  of  his  collection  is  by  no  means  unimportant. 


Later  he  was  encouraged  by  the  then  Director  of  the  Museum  of 
Decorative  Art,  Emil  Hannover,  to  specialise  in  Persian  art,  a 
field  none  too  well  represented  in  the  museum.  Yet  David  was 
too  much  alive  to  art  in  general  to  limit  himself  to  any  one 
country  or  period.  His  breadth  of  interests  resulted  in  the  forma- 
tion of  an  extremely  varied  collection  of  quality,  which  affords  a 
welcome  addition  to  the  Copenhagen  galleries. 

Mr.  David,  who  personally  supervised  the  purchases  made  by 
the  Foundation  until  his  death  in  i960,  took  a  great  interest  in  the 
early  production  of  the  Royal  Danish  Porcelain  Factory,  from  its 
foundation  in  1775  until  the  end  of  the  century,  with  the  con- 
sequence that  his  collection  is  thoroughly  representative  of  the 
early  period  of  Danish  porcelain. 

Since  the  publication  of  Emil  Hannover's  study  of  the  develop- 


I.  Part  of  a  service  from  Tranekaer  Manor,  executed  between  1777  and  1779:  greyish-white  paste  decorated  with  dark  and  light  purple  and  gold  borders. 


mcnt  of  Danish  porcelain  during  the  first  50  years  of  the  factory's 
existence,'  several  works  have  appeared  which  were  unknown  to 
him.  Knowledge  of  the  production,  as  a  whole,  has  also  been 
extended  owing  to  the  re-arrangement  of  the  factory's  extensive 
and  well-preserved  archives.  Thus  it  is  now  possible  to  attribute 
a  number  of  pieces  to  named  artists,  to  determine  precise  dates  of 
manuficture,  and  to  identify  the  models  used  for  the  decorations. 

The  service  trom  Tranekaer  Manor  (No.  i)  was  hsted  in  the 
oldest  existing  inventory,  of  ist  March,  1779,  and  must  have 
been  made  between  this  date  and  the  end  of  1776,  when  the. first 
painter  of  quality  to  employ  multi-colour  joined  the  factory, 
hi  this  service  the  paste  is  of  a  bluish-grey  colour  characteristic 
of  the  early  production  of  the  factory;  and  the  raw  materials 
(feldspath,  quartz  and  kaolin)  came  from  the  island  of  Bornholm. 
However,  the  impure  colour  was  a  constant  cause  of  concern  to 
the  director  (and  founder)  of  the  factory :  Frantz  Henrich  Miillcr 
(1732-1820).  Not  until  1779,  when  he  began  to  import  white 
kaolin  from  France,  did  he  succeed  in  producing  a  white  paste 
and  glaze.  The  decoration  used  on  this  service  was  apparently 
never  repeated  and  is  related  to  the  Sevres  factory's  ocil-de-per- 
drix. 

The  first  great  dinner  service  to  be  sold  by  the  factory  in  1781 
(No.  2)  consisted  of  591  pieces,  of  w-hich  36  are  now  in  the  David 
Collection.  It  was  commissioned  by  a  Dutchman,  Jean  Jacob  de 
Wind,  and  was  after  the  famous  Flora  Danica  the  largest  service 


ever  made  to  order  by  the  factory.  The  decoration,  executed  by 
several  known  painters,  was  copied  from  J.  M.  Seligmann,  Sauiiii- 
liiiK^  verschiedaier  anslmdischer  und  sekerier  Vo^el  (1753),  and  G.  Fr. 
Riedel,  Sainmhtii^  von  Feder  Vieh  besonders  Hans  Gejiiigel  iiiitzlich 
Fabriquen  (1775).^  Likewise  this  decoration  was  never  repeated. 
Later  about  one  fifth  of  the  service,  including  a  tureen  with  the 
de  Wind  coat-of-arms,  passed  into  English  possession  and  was 
bought  by  a  Paris  dealer  at  Christie's  in  1950.  Other  pieces  turned 
up  in  Berlin,  where  they  were  acquired  by  the  Museum  of 
Decorative  Arts  and  by  the  Royal  Danish  Porcelain  Factory.^ 

The  factory,  which  had  been  started  by  private  enterprise,  was 
in  1779  taken  over  by  the  Danish  King.  As  was  to  be  expected, 
the  Royal  family  made  extensive  acquisitions,  partly  for  the  Royal 
household  and  partly  for  presentation.  A  very  attractive  service 
which  was  bought  by  the  King  in  1783  is  represented  in  the 
David  Collection  by  two  round  tureens  (No.  3).  It  w^as  sent 
abroad,  possibly  to  France  where  some  of  the  original  306 
pieces  recently  turned  up.*  The  models,  which  were  Danish, 
were  subsequently  used  for  the  first  Flora  Danica  service  made 

^  Emil  Hannover:  Pottery  and Porcelam,  ed.  by  B.  Rackhani,  London,  1925. 

-  In  the  factory's  collection  of  ornamental  prints.  See  Bredo  L.  Grandjean,  Faeiiza. 

i960,  I,  p. 1 7. 

^  The  service  is  mentioned  in  C.  Hauber,  Besclireibiing  der  kimiglich  ddnisclien 
Residentz-Stadt  Kopen!ia<^€ii,  1782. 

*  Four  plates  are  in  the  factory's  museum  and  a  leaf  dish  in  the  Hallwyl  Museum, 
Stockholm. 
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3.  Tureen  from  a  service  of  306  pieces 
bought  in  1783  by  the  Danish  King.  The 
models  were  Danish  and  were  later  used 
for  the  first  Flora  Danica  Service.  The 
decoration  consists  of  oval  medallions 
with  clouds  and  putti  in  grisaille  on  a 
pink  ground  surrounded  by  wreaths  of 
forget-me-nots  tied  with  ribbons,  and 
with  pseudo-classical  borders  with  pearl- 
design  and  green  and  gold  ornaments. 
This  was  almost  certainly  painted  by 
F.  C.  Camradt. 


4.  Teapot  and  stand  of  Royal  Danish 
Porcelain,  copied  from  Meissen. 


5.  Fluted  flowerpot  with  cailloute  pattern 
in  gold  on  a  bleu-royal  ground  inspired 
by  a  Sevres  service  of  1768:  a  present  to 
the  Danish  King  from  Louis  XV. 


tor  the  Empress  Catherine  II  between  T790  and  i(So3."  The 
deeoration  is  ahnost  certainly  by  the  painter  F.  C.  Caniradt  who 
was  employed  at  the  factory  from  1780  to  1796  and  who 
specialized  in  pictures  of  putti."  While  the  service  (No.  2),  with 
its  multi-coloured  birds  and  insects,  adheres  to  rococo  forms  this 
service  with  its  pearl-design  and  pseudo-classical  borders  is  neo- 
classical in  taste. 

The  neo-classical  style  prevailed  in  most  ot  the  factory's  output 
until  about  1800.  This  style  was  introduced  into  Denmark  in  1754 
by  the  architect  N.-J.  Jardin,  and  since  the  1770's  had  made  its 
mark  on  the  architecture  of  Copenhagen  as  well  as  on  the  works 
ot  the  more  advanced  cabinet-makers  and  silversmiths.  It  is 
therefore  surprising  that  rococo  forms  and  ornaments  should 
have  been  used  at  all  by  a  factory  started  in  1775.  However,  this 
may  be  explained  by  the  lack  of  inspiring,  up-to-date  direction. 
Old  and  modern  forms  intermingle,  yet  this  hesitant  approach  to 
a  new  style  does  perhaps  explain  some  of  the  charm  and  indivi- 
dual character  of  early  Danish  porcelain;  together  with  the  fact 
that  the  painting  on  the  whole  is  superior  in  quahty. 

The  practice  of  borrowing  artistic  forms  and  motifs  was  com- 
mon in  Denmark  as  elsewhere  in  Europe  at  the  period,  and  the 
factory's  production  included  numerous  copies  after  foreign 
porcelain,  particularly  that  of  Meissen  (No.  4).  The  flowerpot 

See  Bredo  L.  Grandjean,  The  Flora  Daiiica  Seri'ice,  1950. 
*  Several  known  works  by  Camradt  are  in  the  Museum  of  Decorative  Arts, 
Copenhagen. 


(No.  5),  on  the  other  hand,  is  after  a  French  model  and  is  decor- 
ated with  the  characteristic  French  design  of  Chinese  origin," 
which  at  Sevres  and  Mennecy  was  called  cailloiitc.  In  this  case  the 
pebble-pattern,  which  in  Copenhagen  was  nicknamed  'soup 
mosaic'  (1779),  was  painted  with  gold  on  a  blcu-royal  ground. 
The  pattern  was  known  in  Denmark  from  a  magnificent  Sevres 
service  of  1768  which  Louis  XV  presented  to  the  Danish  King, 
Christian  VII,  following  which  the  factory  made  copies  in  order 
to  replace  breakages. 

The  table-obelisk  (No.  6)  is  copied  after  a  print  with  the  in- 
scription, pour  fusa^c  dcs  Pocks  in  J.  F.  Ncufforge,  Receiiil 
cicniciitaire  d' architecture,  1763-65  (Vol.  V,  pi.  5).  The  model  was 
executed  in  1783. 

The  unusual  bottle  cover  (No.  7)  with  attendant  ice  bowl  was, 
however,  an  independent  creation  of  the  factory.  The  bell- 
shaped  lid,  which  was  intended  to  cover  small  stoneware  jars  of 
Rhinewine,  exists  in  two  different  models.  Both  represented  in 
the  David  Collection.  The  example  here  shown  is  painted  blue 
and  stands  on  a  reeded,  Muschel  patterned  plate.  The  other, 
more  elaborate  type  with  basketwork  piercing  and  moulded 
leaves,  usually  stands  on  a  plate  of  pearl  design  or  curved  forms 
{cf.  Meissen  Neii  Ozier)  and  with  varying  overglaze  decorations. 

Breakfast-services  for  two  or  four  persons  were  extremely 

'  See  Vilh.  Sloniann,  in  Kiinstmiiseets  Aarsskri  ft,  Copenhagen  1940. 

*  The  service,  which  is  reproduced  in  Pierre  Verier.  Porcvlainc  de  Sivres.  1953,  is 

now  divided  between  Rosenborg  Castle  .md  the  Palace  of  Christiansborg. 
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6  7 

6.  Table-Obelisk  from  1783  with  pink  fluting,  copied  after  a  print  by  J.  F.  NeufForge. 

7.  Bottle-cover  of  Danish  design,  with  Blue  decorations  on  the  lid  and  reeded,  'Muschel'  patterned  bowl. 


popular,  and  some  175  sets  were  executed  before  1800.  They 
consisted  of  a  tray,  a  chocolate — or  coffee-pot,  a  teapot,  sugar- 
basin,  cream-jar  and  slop  basin  as  well  as  two  (four)  pairs  of  cups. 
All  ten  (fourteen)  pieces  were  delivered  in  a  silk-lined  mahogany 
case.  There  were  four  different  types:  a  curved  model  on  a 
round  tray;  two  plain  shaped  models,  the  one  without  handles, 
the  other  with  rocaille  shaped  handles;  and  fmally  the  so-called 
'antique'  model  with  cylindrical  forms  and  an  oblong,  octagonal 
tray.  All  four  types  are  represented  in  the  David  Collection." 
The  attractive  service  of  the  'antique'  type  (No.  8)  was  painted 
by  F.  C.  Camradt  about  1790. 


It  is  well-known  that  the  artistically  most  satisfactory  period 
in  the  Royal  Porcelain  Factory's  early  history  ended  by  the  turn 
of  the  century.  The  general  poverty,  war,  and  the  bombardment 
of  Copenhagen  in  1807  assisted  this  decline  and  good  painters 
and  able  modellers  became  scarce.  Not  until  the  1820's  did  a  new 
era  begin,  thanks  to  the  architect  Gustav  Friederich  Hetsch  who 
was  artistic  director  of  the  factory  from  1828  to  1857.  This 
period,  however,  is  not  represented  in  the  David  Collection. 

'  The  presents  bought  by  Lord  Nelson  for  Lady  Hamilton  after  the  Battle  of 
Copenhagen  in  April,  1801,  included  a  breakfast-service  of  this  sort.  The  type  and 
decoration  is,  however,  unknown. 
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8.  'Antique'  breakfast  service  in  silk-lined  mahogany  case  of  date  about  1790.  Such  services  were  a  Danish  speciality.  The  decoration  shows  children  at 
play  and  is  painted  in  an  unusual  dark  purple  set  in  oval  frames  of  gold  that  cut  through  the  broad  borders  of  green  golden  arabesques.  The  lid  decora- 
tion is  by  F.  C.  Camradt. 
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I.  Peg  tankard.  Maker's  mark  of  Gert,  hallmark 

for  Aalborg,  1655.  This  is  the  prototype  of  the  so 
called  English  'peg  tankard',  a  type  common  in 
Scandinavia.  The  Historical  Museum,  Aalborg. 


2.  Coffee  service,  circa  1740-50,  in  fluted  style. 
Maker's  mark  of  Soren  Nielsen  Bruun,  Odense. 
Private  collection,  Denmark. 


3.  Coffee-pot,  1766.  Maker's  mark  of  Andreas 
Lindberg,  Elsinore.  The  Museum  of  Decorative  Art, 
Copenhagen. 


4.  Ewer,  1731,  part  of  a  gold  toilet  service  belong- 
ing to  the  Danish  Queens.  Maker,  Frederik  Fabri- 
tius,  Copenhagen.  Reproduced  by  gracious  permis- 
sion of  Her  Majesty  the  Queen  of  Denmark. 
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riic  iiuligcnoiisness  of 
Old  Danish  Silver 

Erik  Lassen  {Deputy  Keeper,  The  Museum  of  Decorative  Art,  Copenhagen) 

THH  reputation  which  Danish  siKcr  enjoys  today  is  largely 
due  to  Cieorg  )cnsen  and  a  tew  other  silversmiths  at  the 
turn  ot  the  present  century.  Previously  Danish  silver  was  rarely 
exported  and.  except  tor  the  Russian  Tsars,  no  foreign  princes  or 
noblemen  ever  acquired  Danish  silver  in  any  cjuantity.  The 
virtual  absence  ot  it  in  the  old  established  collections  outside 
Scandinavia  is  theretore  understandable. 

The  close  relationship  which  may  be  found  between  Nor- 
wegian, North  CJerman  and  Danish  silver  is  perhaps  explicable 
more  in  political  terms:  trom  the  Middle  Ages  until  1S14  the 
Danish  crown  held  sway  over  Norway  and  the  North  Clerman 
duchies  ot  Schleswig  and  Holstein.  Obviously  Denmark,  as  the 
seat  ot  government  and  the  most  prosperous  community,  pro- 
duced the  largest  and  most  varied  amount  of  silver.  However, 
the  actual  raw  materials  usually  came  from  the  silver  mines  at 
Kongsberg  in  Norway  (which  were  working  until  quite  reccndy) 
and  Bergen,  next  to  Copenhagen,  was  the  most  important 
centre  ot  silver-making  within  the  two  kingdoms. 

The  gold  and  silversmiths  largely  depended  on  Germany  for 
inspiration,  and  France,  England  and  the  Netherlands  only  very 
rarely  had  any  influence  on  the  stylistic  development  of  Danish 
silverware.  Durnig  the  period  of  the  guilds  no  Danish  journey- 
man, as  far  as  is  known,  ever  visited  England.  The  reason  was 
that  England.  France  and  the  Netherlands  did  not  adhere  to  the 
central  European  'Zuntt',  or  corporation  of  artisans,  of  which 
Denmark-Norway  was  a  member.  Under  the  regulations  no 
apprentice  was  allowed  tc^  work  for  a  master  whose  guild  did  not 
belong  to  this  very  powerful  German-speaking  body,  which 
spanned  the  Continent  from  Norway  to  Hungary  and  from  the 
Baltic  Sea  to  the  Rhine.  For  the  artisan  no  frontiers  existed  within 
this  area.  It  he  chose  to  leave  it  and  seek  employment  outside  it, 
ditficulties  would  await  him  on  his  return.  As  a  blackleg  he 
would  be  what  was  then  termeci  'geschimpft',  and  would  be 
virtually  prevented  from  re-establishing  himself. 

The  political  and  economic  connections  between  Denmark 
anci  Holland  were  very  close  in  the  seventeenth  century.  Yet,  it  is 
surprising  how  little  effect  this  had  on  Danish  silver  of  the  period. 
Only  seldom  do  truly  Dutch  forms  and  ornaments  appear.  The 
peg-tankard  on  ball  or  lion-feet  and  decorated  with  engraved  or 
chased  foliage  (No.  i)  was  a  favourite  piece  in  Denmark- 
Norway.  The  English  peg-tankards  with  maker's  marks  for  Hull 
and  Newcastle  were  clearly  influenced  by  Scandinavian  examples. 
On  the  other  hand,  the  normal  English  Commonwealth  or 
Restoration  tankards  have  litdc  connection  with  Danish  ex- 
amples. 
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Ill  tlu-  I'inhtccntli  ii-ntur\  I  >.imsli  silver  was  largely  plain  or 
fliitoil.  I'speii.illv  attractive  are  the  ei^ftee  aiul  elioeolate  services 
(No.  i).  Stvlisticall\-  they  are  (lennan.  I  lowever,  the  sober 
approach  to  torm  displayed  in  a  lunnher  of  completely  plain 
Minar-hasins.  porringers  ami  other  pieces  presents  a  certain 
Miperhcial  similarity  with  Eni;lish  eighteenth-centnry  silver. 
Ne\  ertheless,  it  is  important  to  remember  that  the  characteristic 
British  or  Irish  silverware  iliii  not,  apparently,  hiul  its  way  to 
Penmark.  I  he  typical  tankards  or  mngs,  'Monteiths',  octagonal 
cortee-potN,  b.ill-sliapecl  Scotch  tea-ptns  or  silver  salvers  are  not 
kiuu\n  m  l\Mimark.  The  ok\  'English'  design  in  tableware, 
w  hu  h  emerged  m  the  tirst  half  of  the  eighteenth  century,  in 
spite  of  Its  great  popularity,  varied  forms  and  ingenious  design, 
oiiK  reached  nenmark  by  the  end  of  the  century.  Corrcspond- 
ini;iv,  the  foliage  and  ribluMi  i-trnaments  and  the  plain  or  fluted 
silverware,  which  is  characteristic  ot  the  technit]ue  favoured  by 
Nordic  i^old  ami  silversmiths,  are  practically  unknown  in 
I-ngland. 

rhere  is.  however,  one  exception:  the  tcnvn  of  Elsinore.  A 
group  of  English  merchants  settled  there  in  the  eighteenth  ccn- 
turv  with  the  result  that  the  local  silversmiths  tried  to  imitate 
English  silver.  A  c^^flee-pot  like  that  sinnvn  in  No.  3,  without  its 
Panish  maker's  mark,  might  well  be  taken  for  English. 

in  Oenmark,  as  in  most  iither  countries,  there  is  a  sad  dis- 
crepancy between  the  large  amount  ot  silver  and  gold  listed  in 
the  contemporary  accounts  and  inventories,  and  the  little  that  has 
survived.  Nevertheless,  the  Royal  Danish  Plate  Room  is  still  rich 
in  eighteenth-century  silver.  A  recent  exhibition  at  Rosenborg 
elastic  revealed  for  the  first  time  the  quantity  and  quality  of  the 
beautiful  domestic  silver,  including  tureens,  plate,  candlesticks 
and  tableware,  that  still  happily  decorates  the  Royal  tabic. 

Probably  the  most  celebrated  of  the  Crown's  possessions  is  the 
golden  toilet  service  belonging  to  the  Danish  queens.  The  larger 
part  of  the  service  was  made  between  1731  and  1732  for  Queen 
Sophie  Magdalene,  wife  of  King  Christian  VI.  The  maker 
responsible  was  the  Court  goldsmith,  Frcderik  Fabritius,  a 
member  of  an  old  family  of  goldsmiths.  The  service  consists  of  46 
pieces  and  represents  the  most  mature  artistic  and  technical  con- 
tribution by  the  Danish  goldsmiths  (No.  4). 

The  international  Rococo  style  was  adopted  by  the  Danish 
silversmiths  from  the  end  of  the  1740's,  and  'Ics  contrastcs  dans 
les  ornements'  successfully  replaced  the  straight  and  symmetrical 
forms  fashionable  since  about  1725.  A  picturesque  but  coarse 
rocaille  ornamentation,  not  dissimilar  to  that  found  on  German 
Rococo  silver,  left  its  mark  on  tankards,  tureens  and  candlesticks. 
Characteristic  of  this  period,  also,  are  the  huge  tea-kettles. 
However,  the  tureens  and  other  more  elaborate  pieces  were  only 
to  be  found  in  Court  circles. 


5.  Epergne.  Maker's  mark  of  Brandt  Jonsen,  hallmark  for  Copenhagen, 
1772.  The  only  existing  epergne  in  Denmark.  The  C.  L.  David  Collection, 
Copenhagen. 

6.  Wire  work  basket.  Copenhagen  hallmark,  circa  1800.  The  Museum  of 
Decorative  Art,  Copenhagen. 

7.  Tea  urn.  Maker's  mark  of  Abraham  Nyemann,  hallmark  for  Copen- 
hagen, 1808.  The  Museum  of  Decorative  Art,  Copenhagen. 


Alongside  the  twisted  ami  fluted  silver  with  rocaille  existed 
another  more  decorative  style,  which  was  more  directly  inspired 
by  Prance,  hi  the  1740's  King  Christian  VI  acquired  a  few  speci- 
men pieces  of  French  silver,  which  served  as  models  for  the 
Copenhagen  makers.  In  this  way  the  greater  part  of  the  Royal 
silver  service  was  based  on  French  prototypes,  and  the  fiddle 
thread  pattern  on  knives,  forks  and  spoons  is  clearly  of  French 
origin.  From  the  middle  of  the  eighteenth  century  until  about 
1770,  the  Danish  court  increasingly  favoured  artistic  relations 
with  France.  Yet,  although  the  early  influence  of  French  Nco- 
Classicism  may  be  noticed  in  painting  and  architecture,  this  style 
only  occurred  in  silver  in  the  1770's. 

The  commercial  ties  that  linked  Denmark  and  England  in  the 
1790's  provoked  a  change  of  taste,  which  was  reflected  in  the 
character  of  Danish  silver.  Sheffield  plate  and  Staffordshire 
cream-colour  ware  invaded  Denmark  and,  indeed,  the  rest  of  the 
Continent.  The  English  'bright  cut'  engravings  and  wire  work, 
for  example,  became  popular  on  Danish  silver  (No.  6).  The 
English  influence  was  paramount,  until  the  bombardment  of 
Copenhagen  in  1807  which  provoked  a  reaction  against  every- 
thing British.  Fortunately  much  silver  has  been  preserved  from  this 
period.  Large  monumental  silver  urns  were  particularly  favoured. 
They  were  allotted  the  place  of  honour  on  the  drawing  room 
table  in  front  of  the  sofa,  the  centre  around  which  the  affluent 
Danish  middle  classes  gathered  for  evening  tea  (No.  7). 
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Thorvald  Bindesb0ll: 


Merete  Bodelsen 


I.  Vilhelm  Hammershoi.  Portrait  of  Thorvald  Bindesholl  (1904),  a 
study  for  a  group-portrait. 


GUIMARD'S  famous  Metro  entrance,  which  can  still  be 
seen  pushing  its  green  metal  stalks  through  grey  Parisian 
pavements,  was  the  main  piece  to  the  Council  of  Europe 
exhibition,  'The  Sources  of  the  XXth  Century',  at  the  Musce 
d'Art  Moderne  in  1960-61.  On  a  lower  floor  were  the  arts  and 
crafts,  art  nouveau  and  Jugend  style  from  England,  France, 
Belgium,  Holland,  Germany  and  Austria.  The  aim  of  the 
exhibition  was  not  only  to  show  the  turning-point  in  modern 
art,  but  also  to  trace  the  lines  leading  to  that  point  in  the  art  and 
handicrafts  of  the  1890's.  Ceramics,  glass,  silver,  jewellery  and 
bindings  filled  the  showcases,  and  the  rooms  were  crowded  with 
furniture  and  complete  interiors  by  Mackintosh,  Macmurdo, 
Voysey,  Horta,  Majorelli,  Vallin,  Gaillard  and  the  famous  van  de 
Velde. 

Two  distinct  and  separate  movements  were  discernible:  the 
English  Arts  and  Crafts  Movement,  which  contributed  a  valuable 
innovation  within  the  framework  of  tradition  through  the 
'making  of  legitimate  ornament  out  of  things  studied  in  nature' 
(Nicolas  Pevsner),  and  art  nouveau,  the  aim  of  which  was  to  break 
with  all  forms  of  imitation  and  to  create  a  completely  novel  and 
independent  style.  The  basis  of  this  new  style  remained,  however, 
botanical,  but  with  the  difference  that  the  plant  was  no  longer 
conceived  as  a  surface  ornament  imposed  on  a  conventionally 
built-up  form,  but  as  a  tension  and  growth  within  the  form 
itself.  In  the  exhibition  the  large  art  nouveau  pieces  of  furniture 
looked  as  if  they  were  about  to  grow  roots. 

On  the  far  wall  of  the  big  central  ground  floor  room,  however, 
were  a  number  of  large  earthenware  plates  with  vigorous 
ornamental  patterns.  Some  had  a  look  of  complete  spontaneity, 
others  were  quite  abstract  and  entirely  different  from  anything 
else  in  the  room. 

They  were  the  work  of  the  Danish  artist  Thorvald  Bindesb0ll 
(1846- 1 908),  whose  name  is  practically  unknown  outside 
Scandinavia.  Who  was  this  Bindesboll,  whose  work  asserted 
itself  with  so  much  independence  in  the  midst  of  the  fm-de-siecle 
arts  and  crafts  of  Europe ;  What  were  the  conditions  that  had 
enabled  him  to  achieve  a  decorative  style  which  pointed  far 
beyond  his  own  era? 

Bindesboll  was  an  architect  by  training.  He  was  the  son  of 
Gottlieb  Bindesboll,  one  of  Denmark's  most  distinguished 
architects  and  the  builder  of  the  Thorvaldsen  Museum  in 
Copenhagen  (1839-47).  The  neo-classical  tradition,  which  was  a 
potent  factor  in  Danish  art  all  through  the  nineteenth  century, 
was  part  of  his  heritage,  and  a  natural  point  of  departure  for  him. 
His  early  drawings  are  in  the  Pompeian  style.  After  Schliemann's 
excavations,  however,  an  incipient  note  of  unrest  and  movement 
is  perceived  in  his  work.  It  was  by  way  of  Cretan-Mycenean 
ornaments  that  the  Orient  for  the  first  time  made  itself  felt  in  his 
art.  It  was  not,  however,  until  he  had  studied  the  ornamental 
idiom  of  China  and  Japan,  and  until  he  had  worked  as  a  potter 
himself,  that  he  achieved  complete  self-expression. 
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a  rorcruniicr  of  abstract  art 


2.  Earthenware  dish  executed  by  the  painter  Juakim 
Skovpaard  in  1889.  Diameter.  67.5  cms.  77ic 
Museum  of  Dfior.itirv  Arts,  (?j»/ir«/i.n;rH.  The  figures 
of  Eve  and  the  snake  are  modelled  in  relief  while 
the  animals  and  the  trees  of  the  Ctardcn  of  Paradise 
are  incised  and  painted  in  slip  and  coloured  glazes. 
Skovpaard,  whose  main  achievements  were  a 
number  of  fresco  decorations  in  old  Danish 
churches,  belonged  to  a  small  group  of  artists,  who 
in  the  mid-i88o's  worked  with  ceramics  in  a  small 
pottery  workshop  near  Copenhagen.  By  a  personal 
etfort  these  artists  wished  to  raise  the  craft  to  the 
level  of  a  fine  art. 


3.  Tortoise  with  Young.  Height,  12.5  cms.  The 
Museum  of  Decorative  Arts,  Copenliageu.  Executed 
by  Elise  Konstantin-Hansen  in  earthenware  paint- 
ed with  whitish  and  greyish-green  slip  and  glazed. 
Like  other  Danish  artists,  Elise  Konstantin-Hansen 
worked  at  a  small  pottery  near  Copenhagen.  She 
was  inspired  by  Japanese  art  in  her  desire  to  com- 
bine a  vivid  naturalism  with  a  marked  emphasis  on 
style. 
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4.  Earthenware  jar  painted  in  black  and  white  slip  and  glazed.  Height,  60  cms.,  signed  T  B  i8gj  Eifrig.  The  Museum  of  Decorative  Arts,  Copenhagen. 
Executed  by  Thorvald  Bindesbell  in  a  small  pottery  near  Copenhagen.  The  incised  ornament  of  part  floral,  part  abstract,  pattern  reminds  us  that 
Gauguin's  Tahitian  paintings  were  exhibited  in  Copenhagen  as  early  as  1893/5.  Earthenware  jar.  Height,  80  cms.,  signed  T  B  iSgj  Eifrig.  This  was  the 
largest  of  all  his  jars.  The  black  ornaments  have  not  been  incised  but  are  freely  and  spontaneously  painted  on  the  clay  body  with  broad  brushstrokes. 


In  the  mid-eighties  a  small  group  of  artists  began  to  frequent  a 
potter's  workshop  on  the  outskirts  of  Copenhagen.  In  Denmark, 
as  in  most  other  countries  in  this  period,  the  artists  sought,  by  a 
personal  effort,  to  raise  the  crafts  to  the  level  of  a  fme  art.  In  the 
same  way  as  English  artists,  through  the  influence  of  Morris,  had 
started  The  Arts  and  Crafts  Movement,  which  held  its  first 
exhibition  in  1888,  the  Danish  painters,  sculptors  and  architects 
who  wished  to  improve  the  decorative  arts  joined  forces  in  1887 
and  formed  the  so-called  'Dekorationsforening'  (Decorative 
Society)  which  enabled  them  to  exhibit  jointly  at  the  Scandinav- 
ian exhibition  in  Copenhagen  in  the  following  year.  Besides 
exhibiting  their  own  works — such  as  ceramics,  furniture, 
embroideries,  etc. — they  wanted  to  illustrate  what  previous 
generations  of  artists  had  done  in  the  way  of  furniture  for  their 
own  homes.  Obviously,  they  were  conscious  that  in  Denmark 
this  contact  between  artist  and  artisan  was  the  resumption  of  a 
tradition  which  went  back  to  the  end  of  the  eighteenth  century, 
primarily  to  the  painter  Nicolai  Abildgaard  (1743-1809). 

For  most  of  the  artists  belonging  to' the  Decorative  Society, 
ceramics  were  only  a  passing  venture.  The  simplification  of 
motifs  which  the  handling  of  the  clay  dictated,  had,  however,  an 


important  effect  on  their  future  work  as  artists.  This  especially 
applies  to  the  painter  Joakim  Skovgaard,  whose  main  achieve- 
ment is  a  number  of  fresco  decorations  in  old  churches,  and  his 
brother,  the  painter  and  sculptor  Niels  Skovgaard,  whose  great 
decorative  talent  showed  itself  for  the  first  time  in  his  ceramic 
work. 

For  Bindesboll  the  potter's  art  became  the  main  pursuit. 
Ceramics  fired  his  imagination  more  than  anything  else,  and 
although  he  was  much  occupied  in  designing  book-bindings, 
end-papers,  vignettes,  silver  and  furniture,  he  also  built  houses. 
As  a  potter  he  found  the  most  intimate  contact  with  the  material 
itself,  and  the  large  earthenware  dishes  and  jars,  the  ornaments  of 
which  were  drawn  in  sgraffito  after  the  slip  had  dried  and  painted 
with  liquid  coloured  glazes,  necessitated  both  boldness  and  a  sure 
hand.  The  drawings  for  many  of  his  most  important  pieces  have 
been  preserved.  The  design,  which  at  first  was  meticulous  and 
controlled,  became  increasingly  free  and  impulsive  as  Bindesboll 
grew  to  understand  his  material.  Obviously  the  material  and  the 
technique  it  imposed,  helped  to  form  his  style.  The  carefully 
scratched-in  lines,  which  in  his  early  work  served  to  keep  the 
fluid  glazes  apart  during  the  firing,  gradually  changed  into 
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6  (Left).  Earthenware  dish.  Diameter,  46.5  cms.,  executed  hy 
Thorvald  nindcKb0n  in  1893  in  F,ifri>j;'s  pottery  near  Copen- 
hagen. The  totally  abstract  ornament  has  been  cut  into  the 
soft  clay  with  great  vigour  and  painted  with  a  dark  brown, 
while  the  background  is  sparsely  covered  with  a  white  slip. 


7  (Right).  Design  for  an  earthenware  dish.  Watercolour, 
unsigned  and  undated,  60  48.5  cms.,  black  on  white  paper 
with  tones  of  greyish-blue  and  yellow  executed  by  Thorvald 
Bindesboll.  Private  Collection,  C.openhajien.  The  abstractness 
of  this  vigorous  design,  of  about  1900,  which  is  entirely 
independent  of  the  art  nouveau  style,  strikes  us  today  as 
contemporary.  In  his  ornaments  Bindesbell  was  a  forerunner 
of  modern  art. 


8  (Left).  Earthenware  dish.  Diameter,  45  cms.,  signed 
T  B  igoi.  The  Museum  of  Decorative  Arts,  Copenhagen. 
Executed  by  Thorvald  Bindesboll  in  Eifrig's  workshop  near 
Copenhagen.  The  incised  ornaments  are  painted  in  white 
slip,  the  background  in  black.  Hardly  anything  is  left  of  the 
plant  ornament  which  was  the  starting  point  of  BindesbeU's 
style.  The  abstract  ornament  fills  the  space  with  its  own 
world  of  life  and  tension. 
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9-  Design  for  an  end-paper,  executed  by  Thorvald 
Bindesboll  in  about  1900,  74.5  63.4  cms.  The 
Museum  of  Decorative  Arts,  Copenhagen.  The  flowers 
are  in  encre  de  Chine  and  the  zig-zag  pattern  is  in 
greyish-blue  watercolour  on  paper.  The  effect  is 
like  wings  of  butterflies  and  recalls  the  art  of 
Matisse. 


powerful  furrows  ploughed  into  the  clay.  And  as,  with  time,  his 
technique  became  more  brilliant  the  sgraffito  was  omitted  and 
the  coloured  glazes  were  applied  thinly  on  top  of  one  another, 
with  the  shp  showing  through  with  a  lucid  effect. 

The  development  of  Bindesboll's  style  demonstrates  how  the 
living  plant  ornament,  which  was  his  starting  point,  became 
increasmgly  dense  and  vigorous,  at  the  same  time  losing  more  and 
more  of  its  identity  as  a  plant,  until  at  last  it  becomes  completely 
unrecognizable.  What  is  left  is  only  the  force  itself,  the  very 
principle  of  growth,  pervading  the  abstract  ornament  that  fills 
the  space  with  its  own  world  of  life  and  its  sense  of  tension.  The 
line  now  only  exists  for  the  sake  of  its  own  beauty  or  expressive- 
ness. Form  encounters  form,  shapes  that  are  rounded  and  full  like 
Chinese  cloud  scrolls  contrasting  with  shapes  that  are  square, 
pointed  or  jagged.  In  certain  drawings,  as  in  a  design  for  an 
end-paper  of  1900,  the  effect  is  like  wings  of  butterflies  and  is 
suggestive  of  the  art  of  Matisse. 


By  thus  applying  an  essential  principle  from  the  ornamentation 
of  the  Orient,  Bindesboll  went  beyond  the  European  classical 
tradition  and  found  a  way  to  an  individual  style.  'Le  Japonisme', 
instead  of  calling  forth  another  example  of  style-imitation, 
became  for  Bindesboll  a  means  of  liberation.  Nicolas  Pevsner  has 
rightly  characterised  Bindesboll's  ceramics  as  'closer  to  the 
English  arts  and  crafts  than  to  the  art-nouveau  proper'.  For 
Bindesboll  was  too  deeply  rooted  in  tradition  to  wish  to  create  a 
new  universal  style.  He  regarded  his  own  ornamentation  simply 
as  a  variation  played  on  the  rich  treasures  of  the  past.  It  is  by 
linking  up  his  own  great  talent  and  vital  imagination  with  trad- 
ition that  he  achieved  the  exceptional  and  the  lasting.  The  reason 
why  Bindesboll's  art  strikes  us  as  contemporary  and  not  only  as 
a  thing  of  interest  to  art-historians,  is  that  by  his  profound  and 
continuous  work  with  the  decorated  surface,  he  achieved  a 
feeling  for  line,  form  and  colour  that  anticipates  the  art  that 
today  we  term  abstract  or  spontaneous. 
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Carl  Jacobsen's 


Charter 


The  New  (^arlsl)crg  Foundation 
(lurnig  the  last  nuie  years 

V.  Thorlacius-Ussing 


IT  is  impossible  to  i>vcrratc  the  role  played  by  the  New  Carls- 
berg  Foundation  in  Danish  collecting  and  artistic  life  during 
the  last  forty  years.  The  foundation  was  started  by  the  brewer 
Carl  Jacobsen,  and  his  wife,  on  20th  January,  1902.  Its  primary 
tunction  was  to  assist  in  establishing  museums,  to  purchase  works 
of  art,  to  commission  decorations  for  public  buildings  and 
squares,  and  to  encourage  art-historical  studies  in  Denmark. 

Another  purpose  of  the  foundation  during  its  first  twenty 
years  was  to  assist  in  completing  Mr.  Jacobsen's  own  creation, 
the  New  Carlsberg  Glyptotek,  which  had  been  begun  in  188X 
and  which  was  always  certain  of  his  keen  enthusiasm. 

Since  the  early  1920's,  however,  the  foundation  extended  its 
activities  to  cover  all  the  fields  proposed  in  the  charter.  The  funds 
that  permit  this  generous  support  for  the  arts  are  derived  partly 
from  a  half  share  in  the  surplus  income  of  the  Carlsberg  Breweries 
and  also  from  the  interest  of  capital  which  is  annually  increasing 
by  a  certain  proportion  of  the  amount  at  the  foundation's  disposal. 
The  foundation  is  administered  by  three  trustees:  two  art- 
historians  and  a  classical  archaeologist,  all  museum-trained,  who 
are  free  to  act  as  they  think  fit  within  the  framework  of  the 
bequest. 

To  celebrate  the  25th  and  50th  anniversaries  of  the  New  Carls- 
berg Foundation  two  books  have  been  published  dealing  with  all 
major  purchases  before  1952.'  The  present  text  consequently  only 
deals  with  purchases  made  within  the  last  nine  years.  Naturally 
the  Glyptotek  was  the  first  among  the  beneficiaries,  ha  1958  the 
Egyptian  department  received  a  tall,  painted  wooden  figure  of  a 
man  from  Assiut  (c.  2,300  B.C.).  And  to  the  collection  of  Near- 
Eastern  art  was  added  a  beautifully  preserved  relief  head  from 
Nimrud  of  King  Assurnazirpal  11,^  acquired  in  1953  and  a  relief 
of  a  tribute  carrying  Persian  from  c.  480  B.C.'  A  Sassanian  silver- 
gilt  plate  (No.  2),^  with  a  griffin  in  low  relief,  is  a  true  masterpiece 
of  a  quahty  which  is  rare  outside  the  Hermitage.^  - 

The  most  important  acquisitions  by  the  Greco-Roman- 
Etruscan  departments  have  been  a  large  geometrical  burial 


^  Ny  Carlsberg  fotidel  og  dels  Virksomhed  1  go2-i  927  {hyFTuncis  Beckett)  Copenhagen 
1927  and  Ny  Carlsberg fondet.  Et  Jubilaeiimsskrift.  Dets  Virksomhed  1927-1952  (by  V. 
Thorlacius-Ussing)  Copenhagen  1952. 

2  Otto  Koefoed-Petersen  in,  Meddelelser  fra  Ny  Carlsberg  Glyptotek  No.  13,  p.  22, 
1956. 

'  Vagn  Poulsen  in  op.  cit.  nr.  17,  p.  4  (repr.)  i960. 

*  Vagn  Poulsen  in  op.  cit.  nr.  17,  p.  j  (repr.)  1960. 

*  Vagn  Poulsen  in  op.  cit.  nr.  17,  p.  7  (repr.)  i960. 

*  Vagn  Poulsen  in  op.  cit.  nr.  14,  p.  i  (figs.  7  and  8)  1957. 
'  Vagn  Poulsen  in  op.  cit.  nr.  15,  p.  i  (figs.  4  and  5)  1958. 


2.  Sassanian  silver-gilt  plate,  c.  500  B.C.,  diam.  28  cm.  The  New  Carlsberg 
Glyptotek  (acquired  1959). 

amphora  (eighth  century  B.C.),  which  recalls  the  giant  amphora 
in  the  Athens  National  Museum,  and  the  head  of  a  grifTui  from  a 
sacrificial  bowl  made  of  hammered  bronze  (seventh  century  B.C.) 
which  has  a  beautiful  patina.*  From  the  same  century  dates  a 
series  of  unique  bronze  furniture  fitments.  They  are  decorated 
with  figures  of  monsters,  horses,  rams  and  goddesses  in  low  reHef 
and  with  incised  ornaments  (No.  i).  Also,  the  very  distinguished 
collection  of  Roman  portrait  busts  has  received  a  portrait  head  of 
a  poet  executed  by  a  Greek  artist,  presumably  from  Athens,  and 
possibly  the  only  existing  contemporary  portrait  of  Virgil. ' 

Another  important  part  of  the  Glyptotek  collection  is  the 
department  of  modem  French  art,  notable  for  its  Gauguins  and 


^  I.  Bronze  furniture  decoration,  Asia  Minor,  seventh  century  B.C.;  22.5  X  6.5  and  28  X  8  cm.  The  New  Carlsberg  Glyptotek  (acquired  i960). 
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3.  J-B-C.  Corot.  View  of  Le  Grand  Trianon,  Versailles  (l866), 
38  X  46  cm.  The  New  Carlsherg  Glyptotek  (acquired  1959). 

4.  Claude  Monet.  The  Cottage  on  the  Cliffs  of  Varengeville 
(1897),  65  "  92.5  cm.  The  New  Carlsberg  Glyptotek  (acquired 
195B). 

5.  Paul  Cezanne.  Women  Bathers  in  a  Landscape  (c.  1900),  73  x 
92  cm.  The  New  Carlsberg  Glyptotek  (acquired  1956). 


complete  set  of  Degas  bronzes.  Here  three  paintings  by  Corot 
have  recently  been  added,  among  them  the  previously  unknown 
View  ofLe  Grand  Trianon,  Versailles  of  1866  (No.  3).*  The  picture 
was  given  to  Francois  Leon  Fleury  in  1875  by  the  artist.  There  is 
also  a  fascinating  and  poetical  picture  by  Th.  Chasseriau,  a  study 
for  Le  Tepidariiini  in  the  Louvre  from  the  early  1850's,  and  no  less 
than  three  pictures  by  Claude  Monet:  Portrait  of  Jean  the  artist's  son 
asleep  {c.  1870),  and  two  landscapes,  The  Pyraniide  Rock  at  Port- 
Coton,  Brittany  (1886)  and  The  Cottage  on  the  Cliffs  of  Varengeville 
(1897)  (No.  4)."  Again  in  Cezanne's  Women  Bathers  in  a  Landscape, 
from  the  last  half  of  the  1890's  (No.  5),!"  is  a  painting  comparable 
to  Cezanne's  Selfportrait  with  a  Botuler  Hat  and  the  Nature  Morte  of 
Apples  already  in  the  Glyptotek  collections. 

Carl  Jacobsen  was  one  of  the  founder  members  of  the  Danish 
Museum  of  Decorative  Art,  and  a  number  of  purchases  of 
Chinese  and  European  ceramics,  and  English  furniture  and  silver, 
have  been  made  possible  through  the  assistance  of  the  New 
Carlsberg  Foundation.  Some  years  ago  the  museum  was  given  a 
splendid  Tournai  tapestry  of  c.  1475.  The  collection  of  tapestries 
has  been  further  increased  by  a  fme,  well  preserved  and  singularly 
artistic  Brussels  tapestry.  The  Adoration  of  the  Magi,  dating  from 
the  beginning  of  the  sixteenth  century  and  undoubtedly  executed 
after  the  cartoon  of  a  great  artist  (No.  6).  The  most  recent 
acquisition  is  an  important  Persian  carpet  of  date  c.  1600.  It  is 
similar  to  a  carpet  in  the  Metropolitan  Museum  and  both 
belonged  to  the  House  of  Saxony.  They  are  said  to  have  been 
taken  from  the  Turks  after  their  defeat  outside  Vienna  in  1683 
(No.  8). 

Among  ceramics  the  most  recent  acquisition  was  a  Dutch 
painting  on  tiles,  a  so-called  Bloemenpot  from  c.  1730,  which 
corresponds  to  three  examples  in  Cuvillie's  kitchen  in  the 
Amalienborg  Pavilion  at  Nymphenburg  near  Munich  (No.  7). 

Nor  has  Denmark's  most  important  art  gallery,  the  Royal 
Museum  of  Art,  Copenhagen,  been  forgotten.  To  its  collections 
have  been  added  a  three-quarter  length  Portrait  of  a  Man,  attributed 
to  Lorenzo  Lotto;"  a  Landscape  by  Meindert  Hobbema  from 
c.  1665;  an  excellent  Portrait  of  a  Lady,  presumably  the  artist's 
wife,  by  J.  H.  Fragonard  from  c.  1780  (No.  9);  a  terracotta  relief 
by  Clodion  of  The  Triumph  oj  Amphitrite;  and  one  of  Goya's  not 
too  numerous  nature  mortes,  a  freely  painted  skinned  Head  of  a 
Bull  (No.  10). 

Haavard  Rostrup  in  op.  cit.  nr.  17,  p.  27  (repr.  in  colour)  i960. 
"  Haavard  Rostrup  in  op.  cit.  nr.  13,  p.  12  (repr.  in  colour)  1958. 
1"  Haavard  Rostrup  in  op.  cit.  nr.  14,  p.  17,  I957- 

'1  Harald  Olsen:  Italian  Paintinqs  and  Sciilplnre  in  Denmark.  Copenhagen  1961, 
p.  70,  pi.  XXXVa. 


6.  The  Adoration  of  the  Magi.  Brussels  tapestry  from  the  early  sixteenth  century,  225  y  288  cm.  The  Museum  of  Decorative  Art  (acquired  i960). 


The  Printroom  has  been  given  a  number  of  nineteenth-  and 
twentieth-century  French  graphic  works.  Eight  first-class  etch- 
ings by  Claude  Lorrain  and  nine  lovely  drawings  by  Adam 
Elsheimer  (No.  1 1),  as  well  as  a  choice  copy  of  Juhenne's  collec- 
tion of  prints  and  etchings  after  Antoine  Watteau  (comprising 
650  sheets),  have  been  donated  to  it. 

The  above  listed  examples  of  foreign  works  of  art  have  in 
most  cases  been  acquired  entirely  with  funds  provided  by  the 
New  Carlsberg  Foundation.  Occasionally  the  foundation  has 
contributed  whatever  extra  amount  has  been  needed  to  enable  a 
museum  to  make  an  individual  purchase,  hi  addition  the  founda- 
tion annually  presents  numerous  Danish  works  of  art  to  Danish 
provincial  museums.  It  also  commissions  decorative  work  by 


living  Danish  sculptors,  ceramic  artists,  and  painters  (No.  12). 
Another  branch  of  the  foundation's  activities  supports  Danish 
art-history  through  scholarships,  help  in  art  study  abroad,  and 
finances  the  publication  of  art  books. 

The  practice  followed  in  the  case  of  important  acquisitions 
made  by  the  major  museums  is  that  the  initiative  rests  with  the 
museum.  It  is  also  the  duty  of  the  directors  of  the  foundation  to 
assess  the  artistic  quality  of  the  proposed  work  of  art,  its  import- 
ance as  much  for  the  collection  that  proposes  it  as  for  Danish  art 
possessions  in  general,  and  finally  the  price.  As  for  purchases  of 
modern  Danish  art,  and  the  commissioning  of  works  for  public 
buildings,  the  directors  hold  the  artistic  initiative.  Purchases  of 
Danish  art  are  usually  made  at  public  art  exhibitions  and  the 
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acquisitions  annually  distributed  among  the  provincial  art 
galleries  the  directors  of  which  take  their  turn  at  selecting  two 
works  of  art  each.  The  purpose  is  to  enable  even  the  smaller 
museums  to  keep  abreast  of  the  development  in  Danish  art. 

It  was  a  splendid  gesture  that  Carl  and  Ottilia  Jacobsen  made  to 
the  Danish  people :  not  only  because  of  the  support  it  gives  to 
Danish  artists,  but  also  by  making  it  possible  for  Denmark  to 
compete  in  the  international  art  market  in  a  way  which  would 
otherwise  be  entirely  beyond  its  means.  Thus  the  collections 
formed  by  the  Danish  Kings  through  the  centuries  can  be  added 
to.  In  the  future  the  activities  of  the  foundation  will,  as  far  as  can 
be  judged  in  no  way  decrease,  particularly  as  it  is  based  on  a  large 
fortune  and  a  large  and  flourishing  industry.  It  is  almost  entirely 
due  to  Carl  Jacobsen  that  the  museums  of  Copenhagen  today  can 
offer  a  varied  and  important  array  of  old  and  modern  art  of  high 
quality. 
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7.  'Bloemenpot'  of  painted  Dutch  tiles,  c.  1730,  104  /  183  cm. 
The  Museum  of  Decorative  Art  (acquired  i960). 


1 1 


8.  Persian  carpet  of  c.  1600,  452  /  258  cm.  The  Museum  of 
Decorative  Art  (acquired  1961). 


9.  J.  H.  Fragonard.  Portrait  of  the  Artist's  Wife,  c.  1780,  67.5  X 
57.5  cm.  The  Royal  Museum  of  Art  (acquired  i960). 


10.  Francesco  Goya.  Head  of  a  Dead  Bull,  57  •  70  cm.  The 
Royal  Museum  of  Art  (acquired  1961). 


II.  Adam  Elsheimer.  River  Landscape,  pen  drawing,  8.5  X 
16.8  cm.  The  Royal  Printroom  (acquired  1956). 


12.  N.  Larsen-Stevns.  Christ  and  the  Leper,  part  of  a  fresco  in 
the  mediaeval  Hospital  of  the  Holy  Ghost,  Slagelse  (1938). 
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I  (ripht).  William  Dobson.  Portrait  of  King  Charles  II,  aged 
14,  inscribed  and  dated  1644,  46  \  38}  inches.  This  portrait 
probably  belonged  to  Elizabeth  of  Bohemia,  the  King's 
aunt,  from  whom  it  passed  to  her  son.  Prince  Rupert.  Repro- 
duicd  hy  g^racious  pfrmission  of  Her  Majesty  the  Queen. 


Royal  Gifts 
at  Christie's 

m  aid  of  Charity 


THE  TIMES  newspaper  succinctly  summed  up 
the  exhibition  of  Royal  Gifts  held  last  month  at 
Messrs.  Christie's,  London,  in  aid  of  the  Young 
Women's  Christian  Association:  'The  organisers  are 
to  be  congratulated  upon  the  delicate  balance  they 
have  maintained  between  art  and  history,  between 
sentiment  and  scholarship'. 

On  the  one  hand,  and  with  the  assistance  of  an 
excellent  catalogue,  visitors  were  able  to  see  such 
pathetic  mementoes  of  captivity  and  the  scaffold  as 
the  pearl  necklace  of  Mary,  Queen  of  Scots,  given  by 
the  Queen  on  the  scaffold  to  Sir  John  Maxwell,  fourth 
Baron  Herries,  and  the  shirt  worn  by  Charles  I  at  his 
execution.  On  the  other  there  were  King  William 
Ill's  silver-gilt  shaving  dish  engraved  with  the  Royal 
Arms,  a  ruby  and  diamond  ring  given  by  George  IV 
to  Mrs.  Fitzherbert  as  an  engagement  ring,  and 
Prince  Charles  Edward's  camp  canteen,  presented  by 
H.R.H.  the  Duke  of  Cumberland  to  Viscount  Bury 
after  the  battle  of  CuUoden.  The  silver  exhibits, 
especially  those  graciously  loaned  by  Her  Majesty 
the  Queen,  were  particularly  magnificent. 


2  (right).  Silver-gilt  ewer  and  basin  by  William  Eaton,  1827: 
the  ewer  11  inches  high,  the  basin  17I  inches  diameter. 
Reproduced  by  gracious  permission  of  Her  Majesty  the  Queen. 
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3  (left).  Kichard  (Josway,  K.A.  I'orlrail  iiiiiiialiircs  of  llic 
Prince  Regent  and  Mrs.  Fitrhcrbcrt,  3^  inches  hi(;h.  l.rnf  hy 
Winnifrvda,  doiinlrs.i  of  Porhirlitifiloti. 


4  (above).  Parcel-gilt  octagonal  watch,  by  David  Ramsay, 
given  by  Charles  I  to  Lord  Panmure.  Lent  by  the  Earl  of 
Dalhousie. 


5  (left).  Table  des  Grands  Commandeurs,  of  Sevres  porcelain, 
bronze  and  ormolu,  39  inches  diameter,  the  plaque  signed 
'L.  B.  Parant,  1812,  Mre.  Imple  de  Sevres',  the  metalwork  by 
Thomire :  one  of  three  tables  ordered  by  Napoleon  to  cele- 
brate his  military  prowess.  Reproduced  by  gracious  permission 
of  Her  Majesty  the  Queen. 
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Archip  Leontiev's  Gun 

From  the  Imperial  Russian  Factory 

Claude  Blair 

(Department  of  Metalwork, 
Victoria  and  Albert  Museum) 


TH  E  small  collection  of  arms  and  armour  at  the  Victoria 
and  Albert  Museum  has  recently  been  enriched  by  the 
addition  ofa  flintlock  fowling-piece  belonging  to  the — in  Britain — 
rare  group  of  fme-quaUty  arms  produced  by  the  Imperial  Russian 
arms  factory  at  Tula.  Tula  is  a  manufacturing  town  about  120 
miles  south  of  Moscow  and  the  factory  was  founded  there  by 
Peter  the  Great  in  1705  with  the  primary  object  of  providing 
service-weapons  of  all  types  for  the  Russian  armed  forces.  But 
from  the  second  quarter  of  the  eighteenth  century  until  well  into 
the  second  half  of  the  nineteenth,  it  also  supplied  fmely-decorated 
arms  and  various  ornamental  metal  objects  for  the  use  of  the 
Imperial  Court.  The  craftsmen  responsible  for  these  decorated 
pieces,  many  of  whom  were  foreigners,  seem  for  the  most  part  to 
have  operated  from  their  own  private  workshops  in  the  town; 
although  they  were  officially  attached  to  the  factory.  Like  their 
brethren  in  other  similar  royal  establishments,  they  were  permitted 
to  take  private  orders,  a  fact  that  accounts  for  the  presence  of  ex- 
amples of  their  work  in  the  former  palaces  of  the  Russian  nobiUty. 

The  Victoria  and  Albert  Museum  gun  is  completely  Western 
in  style,  as  are  many  examples  of  the  best  Tula  work.  The  mounts 
and  barrel  are  of  blued  steel  chiselled  in  relief  with  sprays  of  roses 
encrusted  with  gold.  In  addition  the  rear  of  the  lockplate  is 
chiselled  with  trophies  of  arms  and  the  breech  of  the  barrel  with 
foliated  strapwork,  masks  and  the  figure  of  Hercules  fighting  the 
hydra  under  a  canopy.  Part  of  this  decoration  is  overlaid  with 
thick  gold  foil  covered  with  a  delicate  scale  pattern  executed  in 
punched  dots.  The  stock  is  inlaid  with  silver  wire  arranged  in  a 
simple  design  of  scrollwork  while  the  lockplate  bears  the  maker's 
name,  A.  LEONTIEW,  inlaid  in  gold  in  rather  uncertain  Latin 
characters. 

The  author  of  the  gun,  Archip  Leontiev,  is  recorded  in  the 
eighteenth-century  archives  of  the  Tula  factory  as  a  gunsmith  and 
steel-chiseller.  For  example,  he  was  employed  in  1762  on  over- 
laying sabre-hilts  with  gold,  and  in  1778  on  applying  relief 
decoration,  presumably  chiselling,  to  various  steel  objects  (this 
information  was  kindly  supplied  by  Mr.  N.  Levinson  of  the  State 


Historical  Museum,  Moscow).  His  signature  (in  Cyrillic  charac- 
ters) together  with  the  date  1755  occurs  on  a  dagger  with  chiselled 
steel  mounts  in  the  State  Historical  Museum,  Moscow.  A  detached 
pistol  barrel  in  the  Hermitage,  Leningrad,  can  also  be  attributed 
to  him  with  some  certainty  on  the  grounds  that  it  is  chiselled 
with  an  almost  identical  design  to  that  on  the  barrel  of  the  Victoria 
and  Albert  Museum  gun. 

The  fact  that  Leontiev  used  Latin  characters  in  signing  the  gun 
suggests  that  it  was  intended  for  someone  in  Western  Europe,  a 
view  that  is  supported  by  its  known  history.  It  was  acquired  for 
the  Victoria  and  Albert  Museum  at  a  recent  sale  of  arms  and 
armour  held  by  Messrs.  Wallis  and  Wallis  at  Lewes,  Sussex. 
Before  this  it  had  appeared  in  a  small  sale  of  miscellaneous  objects 
held  at  Wilton  House,  SaHsbury,  the  seat  of  the  Earl  of  Pembroke, 
on  the  25th  May,  i960  (Lot  108).  There  can  be  little  doubt, 
therefore,  that  it  must  have  belonged  originally  to  an  eighteenth- 
century  member  of  the  Herbert  family.  The  obvious  candidate  is 
Lord  George  Augustus  Herbert  (1759-1827)  who,  as  part  of  an 
extended  Grand  Tour,  travelled  in  Russia  between  August,  1778, 
and  February,  1779,  and  who  in  1805  married  the  daughter  of  the 
former  Russian  ambassador  to  London. 

A  very  full  account  of  Lord  Herbert's  tour  is  contained  in  his 
correspondence  and  journal,  published  in  1939  by  the  then  Lord 
Herbert  under  the  title  of  Henry,  Elizabeth  and  George.  Unfor- 
tunately, they  contain  no  reference  to  Tula.  But  included 
among  the  letters  is  one  dated  August  3rd,  1779,  from  John 
Morris,  the  Earl  of  Pembroke's  house-steward  at  Whitehall,  in 
which  he  informs  Lord  Herbert  that:  'The  two  packages  of  books 
came  safe  sometime  since,  as  also  a  gun  and  other  articles'.  It 
seems  virtually  certain  that  the  gun  is  the  one  now  in  the  Victoria 
and  Albert  Museum. 

The  Victoria  and  Albert  Museum  already  has  a  small  collectioti  of  Tula 
objects.  These  include:  a  small-sword  with  chiselled  steel  hilt,  a  Jolding 
steel  chair,  and  a  remarkable  chimneypiece  with  Jeiider  and  jire-irons 
decorated  with  cut  steel  work. — Editor. 
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The  Horse  Fair 
And  a  Matter  of  Costume 


WHATEVER  the  artistic  merit  of  an  early  seventeenth- 
century  portrait  may  be,  one's  eye  is  inevitably  attracted 
by  the  extravagant  fantasy  of  the  costume  represented.  As  a  rule 
people  are  tolerant  towards  the  fashions  of  their  own  times  and  it 
is  the  costumes  of  the  past,  especially  of  the  more  recent  past,  that 
excite  them  to  ridicule.  This  was  not  always  so,  and  no  one  has 
ever  lamented  the  infelicities  of  contemporary  costume  with 
more  conviction  than  the  English  writer  Philip  Stubbes  who,  in 
1583,  published  his  Aiiatotiiy  of  Abuses.  Sebastian  Vrancx's  painting 
of  a  horse  fair,  illustrated  on  the  facing  page,  dates  from  some 
thirty  years  after  the  appearance  of  Stubbes'  diatribe.  But,  with  its 
numerous  figures  engaged  in  the  chicanery  of  horse  trading, 
against  the  background  of  a  peaceful  Flemish  town,  it  illustrates 
many  of  the  exaggerations  which  so  provoked  him. 

One  of  the  concerns  of  moralists  such  as  Stubbes  was  to  main- 
tain class  distinctions  in  dress  and,  while  he  comments  bitterly  on 
the  pride  expressed  in  the  costume  of  his  contemporaries,  he  was 
particularly  exasperated  by  the  pretensions  of  the  poor  to  emulate 
their  betters.  The  Sumptuary  laws  of  the  Middle  Ages  did,  in 
fact,  persist  into  the  Tudor  age,  and  the  Elizabethan  Statutes  of 
Apparel  still  limited  the  use  of  silk  to  the  nobility,  though  the 
more  prosperous  middle  class  certainly  used  it  as  well.  There  is  no 
difficulty  in  picking  out  the  members  of  the  upper  class  in 
Vrancx's  picture.  They  are  distinguished  by  their  plumed  hats 
and  rapiers.  The  most  fashionably  dressed  person  shown  stands  in 
the  right  foreground  and  watches  a  horse  being  put  through  his 
paces.  His  costume  includes  some  of  the  newest  fashions  of  the 
time:  the  French  cloak  with  its  flat  square  collar,  which  was 
worn  over  one  shoulder  and  reached  to  the  knees,  the  starched 
standing  band  around  the  neck,  the  large  garters  tied  in  a  bow 
below  each  knee  and,  finally,  the  huge  rosettes  or  shoe  roses 
adorning  the  slightly  high  heeled  shoes.  Strangely  enough,  he 
still  wears  the  puffed  and  slashed  sleeves  usually  associated  with 
the  previous  century.  He  also  differs  from  his  companions  in  that 
he  has  no  plume  in  his  tall  hat.  This  last  conceit  was  one  of  the 
few  features  of  contemporary  dress  to  which  Stubbes  did  not 


take  violent  exception  though  he  does  refer  to  those  who  take  'a 
singular  felicity  and  surmounting  pleasure'  in  going  'plumed  and 
decked  in  the  Feathers  of  deceiptfuU  vanity'.  He  was,  however, 
greatly  disapproving  of  swords  and  daggers  'gilt  twise  or  thrise 
over  the  hilts  with  good  Angell  golde  or  els  argented  over  with 
silver  both  within  and  without'.  He  describes  the  damascened 
sword  hilts  of  the  time  as  being  'clogged  with  gold  and  silver' 
and  summed  up  his  views  on  decorated  sword  hilts  with  a  harsh- 
ness that  will  appal  the  modern  collector  of  fine  swords:  'certain 
I  am,  a  great  shewe  of  pride  it  is,  an  infallible  token  of  vain  glorie, 
and  a  greevous  offence  to  God,  so  prodigallie  and  licenttiouslie  to 
lavish  forth  his  treasure,  for  which  we  must  render  accounts  at 
the  day  of  Judgement'. 

Sebastian  Vrancx  had  no  such  qualms  when  he  painted  this 
colourful  scene,  for  he  must  have  indulged  as  much  as  anyone  in 
splendid  costume.  He  was  a  prominent  citizen  of  the  city  of 
Antwerp,  where  he  lived  from  his  birth  in  1573  until  his  death  at 
the  age  of  seventy-four — apart  from  an  Italian  tour  undertaken  in 
the  1590's.  The  most  important  of  the  numerous  functions  he 
filled  in  Antwerp  was  that  of  Captain  of  the  Civic  Guard,  a 
position  which  he  held  from  16 10  until  1621.  It  was,  therefore, 
with  a  knowledge  born  of  personal  experience  that  he  depicted 
the  swaggering  costume  and  the  long  rapiers  worn  by  the  officers 
in  his  painting.  As  Franz  Hals'  many  portraits  of  the  Burgher 
guards  show,  a  really  long  rapier  was  particularly  favoured  by 
the  citizen  soldiers  of  the  Netherlands.  With  so  much  experience 
of  military  matters  to  guide  him,  Vrancx  did  not  need  to  confine 
himself  to  such  peaceful  scenes  as  that  illustrated.  He  became  the 
leading  painter  of  battle  and  camp  scenes  of  his  time,  developing 
a  genre  that  was  to  be  repeated  ad  nauseam  during  the  century. 

Although  Vrancx  undertook  an  Itahan  journey  and  was  long  a 
member  of  the  Society  of  Romanists  of  his  home  town,  there  is 
little  trace  of  Italian  influence  to  be  seen  in  this  particular  pic- 
ture. With  its  carefully  placed  5f<7^^c  of  figures,  it  evidently  owes 
more  to  the  manner  of  his  slightly  older  contemporary,  Jan 
Brueghel  the  Elder. 
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IN  THE  GALLERIES 


I.  Francesco  Guardi.  Harem  Interior,  i8  x  24I  in.  Messrs.  Wildcnstein 
Gallery. 


2.  George  Arnald.  Anglers  and  the  Waterfall,  38  46I  in.  Messrs.  Frost  &  4.  Paul  Sandby.  Warwick  Castle,  gouache  and  watercolour,  15I  x  27^  in. 
Reed.  Messrs.  Thos.  Agnew  &  Sons. 


120 


Contributed  by  Adriiin  Dury 

Round  about  the  Galleries 


Now  at  Agnew's 

THE  rarest  item  in  Messrs.  Agncw's  aniuial 
cxliibition  of  old  Englisli  drawings  and 
water-colours  isTrancis  Barlow's  LVc/'/iiJur,  Ctvitcl 
,md  Moiikry,  so  seldom  docs  the  work  of  this  first 
of  our  animal  and  sporting  artists  come  on  to  the 
market.  Uarlow,  tiiough  born  about  1626,  was 
no  primitive,  but  true  to  tacts  and  skilful  in  their 
arrangement  in  appropriate  settings.  He  lived 
just  into  the  eighteenth  century  and  was  buried 
in  the  churchyard  of  St.  Margaret, Westminster. 

The  publication  of  Thomas  Jones's  Piary  by 
the  Walpole  Society  some  years  ago  threw  much 
light  on  English  artists  in  Italy,  and  some  tinted 
drawings  of  Naples  by  him  dated  1781  have  their 
art-historical  signiticancc,  since  they  were  done 
when  Francis  Towiie  visited  him  there.  Jones, 
always  eclectic,  was  influenced  in  these  by 
Towne's  style.  William  Pars,  well  known  to 
both  Jones  and  Towne,  was  also  in  Italy  during 
1781,  and  was  fated  to  die  there  in  1782.  A  Pars' 
drawing  at  Agnew's  entitled  Posilippo,  Sir 
V\'illiam  Hivtiiltott's  Casino  and  the  Ruins  of  the 
PaloiC  of  Qturn  Joan,  is  all  the  more  interesting 
for  a  description  of  the  place  in  the  Diary  of 
Gforife  Aii^^ustiis,  Lord  Herbert,  1  ith  Uarl  of  Pem- 
broke. Under  date  24th  August,  1799,  we  learn 
that  'Sir  William  Hannlton's  cassino(sic)  is  at 
Pausilippo  and  the  last  house  that  a  carriage  can 
arrive  at.  It  is  built  on  a  small  rock  and  consists 
of  three  rooms  and  a  kitchen  widi  a  very  dimiji- 
utive  garden.  There  are  two  flights  of  stairs  to  go 
up  to  it .  .  .  Sir  WiUiam  generally  dines  here,  for 
at  two  the  sun  is  off,  and  while  everybody  is 
broiling  at  Naples  he  is  enjoying  the  cool  of  the 
cassino'. 

A  conspicuously  fine  and  little-known  Turner, 
tentatively  entitled  The  Estuary,  will  delight  all 
connoisseurs  of  this  painter's  watercolours.  How 
luminous  it  is  and  spontaneously  handled.  Only 
Turner  could  have  put  in  so  brilhantly  that  flock 
of  birds  rising  from  die  shore.  It  would  be  inter- 
esting to  have  the  history  of  an  unfamiliar  work 
that  I  would  assign  to  his  middle  period. 

Also,  some  httle  Rowlandsons  comprise: 
Rooks  waiting  for  Pigeons;  a  corner  of  a  gambling 
club  with  various  amusing  if  sinister  characters ; 
A  Picnic  Party,  probably  in  Cornwall  judging  by 
the  bleak  moorland  background;  and  a  version 
of  the  Doggett's  Coat  and  Badge  Race,  briefer  in 
style  and  incident  than  the  celebrated  one  in  the 
British  Museum. 

Edward  Lear  of  nonsense  fame  was  also  a 
surprisingly  good  and  serious  artist.  I  have  seen 
works  by  him  that  for  draughtsmanship  and 
poetic  sentiment  reach  a  very  high  standard,  but 
I  had  yet  to  know  that  he  was  a  bird  delineator 
sufficiently  accurate  factually  and  pleasing 
aesthetically  to  illustrate  part  of  Sir  William 
Jardine's  Naturalists'  Library.  Some  small  detailed 


studies  of  parrots  by  Lear  should  appeal  to 
collectors  of  birds  in  art. 

A  large  Paul  Sandby  of  Warwick  Castle  con- 
trasts rather  sombrely  with  a  scintillating  De 
Wint  of  river-barges  and  haycarts  obviously 
painted  in  the  Lincoln  neighbourhood;  and 
John  Constable  is  represented  by  a  water- 
colour  of  a  Derbyshire  scene. 

Coming  to  our  own  time  some  figure  draw- 
ings by  the  late  Augustus  John  take  their  place  in 
this  select  company.  I  was  curious  to  note  what 
reads  like  '1891'  on  a  sanguine  drawing  of  two 
heads  and  hands.  If  the  year  is  really  1891,  this  is 
the  earliest  known  John  drawing  in  my  experi- 
ence, and  wonderfully  accomplished  for  a  boy  of 
thirteen.  Nor  need  it  be  impossibly  early  con- 
sidering the  perfection  of  Jolin  drawings  done  a 
few  years  later. 

It  is  perhaps  superfluous  to  recommend  this 
annual  Agncw's  exhibition.  It  remains  open  until 
the  end  of  this  month. 

F.  Guardi's  Harem  Pictures 

FRANCESCO  GUARDI'S  place  as  painter  of 
the  Venetian  view  has  long  been  assured.  For  my 
part  he  is  the  best  exponent  of  this  delectable 
subject.  It  is  only  of  recent  years,  however,  that 
different  subjects  by  Guardi  have  come  under 
the  scrutiny  of  art  scholars.  Certain  it  is  that  the 
master  of  the  uediite  painted  decorative,  religious 
and  other  subjects,  sometimes  in  collaboration 
with  his  brother  Gianantonio.  The  Guardi 
studio  or  workshop  was  much  occupied  with 
such  productions  before  the  middle  of  the 
eighteenth  century.  The  problem  was  to  try  and 
separate  the  works  of  the  two  brothers:  and  a 
series  of 'Turqueries',  so-called,  are  examples  of 
Francesco's  work  other  than  the  Vcdute.  They 
are  harem  scenes  ofidentical  sizes  (18  X  24^  ins.), 
except  for  one  in  the  Baltimore  Museum,  which 
may  have  been  cut  at  some  time  to  make  two 
pictures.  All  are  of  the  same  attractive  colour 
scheme  and  intimate  oriental  sentiment. 

A  fascinating  specimen  is  the  one  entitled 
Sultana  taking  Coffee  in  the  Harem  at  Messrs. 
Wildensteins  in  New  Bond  Street.  It  is  believed 
that  the  whole  series,  now  divided  among 
various  public  and  private  collections,  belonged 
originally  to  Field  Marshal  Johann  Matthias  von 
der  Schulemburg  who  may  well  have  com- 
missioned them  from  the  artist,  'to  decorate  his 
home  during  his  retirement  at  Verona'. 

Mr.  F.J.  B.  Watson,  Deputy  Director  of  the 
Wallace  Collection,  in  the  Baltiniorc  Museum  of 
Art  News  (Vol.  XXIV,  No.  i  Fall  i960)  dis- 
cusses these  'Turqueries'  at  length.  His  research 
on  the  matter  is  an  important  contribution  to  art 
scholarship  as  regards  Francesco  Guardi.  He 
traces  the  artist's  interest  in  these  themes  to  a 
collection  of  prints  after  pictures  by  Van  Mour 


relating  to  Turkish  life  and  customs  published  in 
Paris  in  1714.  A  number  of  reproductions  of  the 
said  prints  juxtaposed  with  CJuardi's  paintings, 
proves  how  far  Guardi  adapted  them  to  suit  his 
own  purpose.  The  Wildenstein  example  has 
been  reproduced  in  77;c  (juardi  I-'amily  (Houston 
Museum  of  Fine  Arts,  Jan.  13 — Feb.  16,  1958)  and 
will  appear  in  Francesco  Guardi  by  Antonio 
Morassi  (now  in  preparation).  It  came  from  a 
private  collection  in  Switzerland. 

Florentine  Days 

THOMAS  PATCH  (1720-1782)  known  mostly 
as  a  caricaturist,  had  some  claims  as  a  'straight' 
artist,  as  witness  various  Italian  views,  notably  of 
Florence,  two  of  which  arc  in  the  Art  Gallery  in 
Exeter,  Patch's  native  city.  Another  Italian  view 
entitled  The  Vffizi  and  the  Ponte  alle  Crazie 
Florence  may  be  seen  at  the  Leger  Galleries  in  Old 
Bond  Street.  It  has  considerable  style — well- 
drawn  boats  and  figures  enlivening  the  Amo  and 
its  architectural  features.  Patch's  caricatures, 
however,  have  a  strong  original  touch,  and  no 
doubt  were  very  amusing  to  everybody  but  his 
victims.  Has  anybody  ever  liked  a  caricature  of 
himself  or  herself  ?  Some  of  Max's  subjects  were, 
I  beheve,  accustomed  to  consoling  themselves 
that  Max  had  condescended  to  lampoon  them 
and  put  them  in  his  galaxy  of  celebrities. 

Patch,  traveUing  to  Italy  in  his  youth,  studied 
in  Rome,  was  patronised  by  the  Earl  of  Charle- 
mont  and  other  grand  tourists,  and  fmally 
estabhshed  himself  in  Florence.  At  least  once  in 
his  lifetime  no  less  an  artist  than  Sir  Joshua 
Reynolds  retaUated  on  Patch  in  caricature,  for  he 
appears  in  Reynolds's  devastatingly  funny  parody 
of  Raphael's  School  of  Athens  (National  Gallery 
of  Ireland)  which  includes  various  English  and 
Irish  personalities  who  were  in  Rome  when 
Reynolds  was  there.  These  little-known  works 
by  Reynolds  show  the  artist  in  an  entirely  differ- 
ent light  from  the  urbane  P.R.A.  that  he  eventu- 
ally became. 

Reverting  to  Patch,  his  other  art  activities 
included  a  series  of  etchings  of  Masaccio's 
frescoes  in  the  church  of  the  Carmini  at  Florence 
which  appeared  in  1770  with  an  Introduction  by 
Sir  Horace  Marm,  Walpole's  correspondent.  It 
was  at  Mann's  house  in  Florence  that  Patch  died 
on  30th  April,  1782. 

Pre-Raphaelite  Revival  ? 

AFTER  contemplating  Psyche's  Wedding  by  Sir 
Edward  Bume-Jones  at  Messrs.  Appleby 
Brothers  in  Ryder  Street,  I  looked  up  some 
remarks  that  the  artist  made  in  general  about  his 
Ufe. 

'It  takes  fifty  years  to  leam  to  do  anything, 
and  fifty  years  to  leam  what  not  to  do — and  fifty 
years  to  sift  and  fmd  what  he  simply  desires  to 
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do— and  300  jem  to  do  it,  and  when  it  is  dooe 
ndtber  heaven  nor  eaidi  needs  it  nor  heeds  it. 
WdU  m  peg  away;  I  can  do  nodnn^  efae.  and 
wookbi't  if  I  could.' 

Thexe  is  no  dace  to  these  moody  reflections, 
but  in  view  of  the  ^me,  hooours,  and  prcsnm- 
abty  weakfa,  diat  accraed  to  Bame^ones  they 
aie  cmioasty  inapim>priate  to  him.  Everything 
i»-cnt  bis  way  from  the  momcat  he  met  Rossetti 
in  I S  56.  came  under  his  icmantic  qpdl  and  p^ged 
away  ontil  die  end  ofhis  bdecd,  he  p^g^ 
oat  a  cniqae  daim  on  fbrtone.  Artists  and  pnbfic 
fen  over  themselves  to  do  him  homage.  Soon  a 
member  of  the  Old  Water-Coloor  Society,  hter 
an  Associate  of  the  Royal  Academy,  knight, 
bonnet,  Legioa  of  Honom-,  Bmne^ones  was 
obviously  modi  taken  notice  of  by  the  ^earth'; 
and  ^rim  dull  say  how  mncfa  'heaven'  heeded 
his  effiirts?  His  Tast  'iDiBtratiaas'  of  mediaeval 
and  mytfaologicalkgends  were  part  of  die 
ing  of  Viccfxian  sodety  for  an  idealism  that  had 
been  obscured  by  the  smoke  of  die  indnstnal 
revelation  and  wotship  of  Mammcn.  That 
Bome^Jooes  was  regarded  as  a  great  artist  in  fab 
day  dieic  is  no  doobc  That  he  has  been  edqned 
dnring  dns  <  fiiliii  y  by  an  even  greater  pall  of 
scientific  inaleibHsm  is  cqoally  tme.  bat  I  am 
g)ad  to  hear  that  he  and  die  pte-Raphadites  may 
be  on  the  way  back.  Batne-jones  is  to  be 
admired  radier  for  his  passion  for  the  good,  the 
true  and  the  beaotifnl;  all  virtues  lacking  in 
modi  contemporary  art.  Is  it  passible  diat  the 
return  to  fiivout  of  soch  pictures  is  a  pointer  to 
artists  to  get  oat  of  the  kitchen  ank  and  odier 
squalors  into  which  they  ha  ve  &Ilen  ?  We  do  not 
necessaiily  want  diem  to  paint  like  Botne- 
Jones,  bat  it  would  be  jdeasant  if  diey  encoarag^ 
a  little  of  bis  idealian. 

Psyehe^s  Wed&ig  is  to  be  commended  for 
f  wiiHjI  m  ffmiaiKKip  and  foelii^^  for  grace — a 
diram  of  £iir  women,  widiadark  one  or  two— 
all  jgulgwig  by  thcsr  fafrs  and  figures  *ifM**"l**?*%  of 
the  same  &mily  about  to  take  Hymen  with 
awfiil  soteninity.  The  canvas  is  48  x  8:4  insw,  and 
was  originally  sold  at  Christie's  00  23rd  May, 
1913  for  105  los.  od.  to  A.  Wextheimer  fitxn 
die  great  McCuILoch  CcJkctian.  It  was  ex- 
hibited at  the  New  Gallery  in  1895  and  the  R.  A. 
Loan  E^dubitian  1909.  It  was  for  some  time  in 
dte  MnmeapolB  Mosenm. 

Forgotten  Landscapist 

WHTT.F  a  revival  is  forthcoming  in  >or::e  ispects 
of  Yictodan  art  diere  ate  stiU  quite  a  few  good 
late  eigtttecndt-  and  early  ometeendi-osiUiiy 
painters  awaiting  re-estimadcni.  LookiD^  into 
Messis.  Frost  &  Reed  in  New  Bond  Street,  die 
accompfidied  style  <^  a  mountain  landscape  widi 
stream  and  watexmill  can^it  my  eye.  By  George 
Amald,  AJLA.,  and  dated  1809,  it  has  some 
affinity  with  Ridiard  Wibon's  mannei;  especi- 
ally as  regards  tree  foliage  and  lobost  quality  of 
paint.  Amald  (1763-1S41)  was  snoccssfiil  in  his 
day.  He  kamed  the  rudiments  of  his  art  fitnn 
W.  Pedier  and  first  esdnlntBd  at  die  Royal 
Academy  in  I788>  Between  dtxt  year  and  his 
deadi  he  diowed  176  tmdsrapes,  seascapes,  battle 
scenes  and  portraits  at  the  Royal  Academy  and 
63  woria  at  die  ftritidi  bsrimtion.  There  is  a 
Btttk  ef  Tn^idgar  in  die  National  Maiitime 


Mnscum  by  him.  The  f  alalogue  of  his  ciliiliited 
works  cantons  many  moonl^ht  subjects. 
Amald  was  for  some  tunc  under  the  patron^e 
of  the  Duke  erf"  Gloucester.  The  pktnre  at  the 
Frost  &  Reed  Gaflcry  is  38  x  46I  ins.,  and  was 
probably  painted  in  Wales.  Roget,  in  his  Historf 
of  the  OU  Water-Coktar  Sodety,  recofds  diat 
Amald  dtettjied  in  Wales  widi  John  Vatky.  . 

Boonard's  OriginaUty 

AS  coloucBt  Piene  Bonnard  is  enchanting  and 
seldom  &ils  to  pkasc.  l£s  dtaii^itsmaiishq>  is  bis 
own,  quite  unoonventianaL  Analysed  from  die 
academic  point  of  view  it  has  none  of  die  qual- 
ities associated  with  masterly  dtawii^.  Bonnard 
goes  outside  all  die  rules  and  is  a  law  to  hinwlf 
It  is  easy  enot^Ji  to  hraik.  rules.  Some  artists, 
even  vradkl  &mous,  do  it,  and  g^  fiigged  in 
their  ownmcouipeieuce^but  Bomnrd's  sincerity 
and  poetic  mind  add  sometlm^  inqportant  to 
European  |iaiii»Ing 

A  pictme  by  him,  entided  Fame  i  Vemon  (24 
X  20  ins^),  at  Biggins  Gallery  in  New  Bond 
Street,  has  die  mysterious  beauty  diat  all  but 
eindes  verbal  eatplanation.  Undated,  I  suggest 
that  dns  wosk  was  painted  afier  1930^  and  the 
words  (^Joachim  Beer  in  his  bocJc  on  Bernard 
are  as  ^pficaUe  as  wank  can  be  to  die  artist's 
particnhrstyk  at  that  time.  He  writes:  'Cen'ett 
que  dqpnis  1930  que  k  ciiteiimii  de  la  resembl- 
ance cesser  de  Ainiiit*i  son  art  ...  Bonnard 
s'affiandnt  des  fixmuks,  des  systemes,  dn  pro- 
tocol des  communes  pour  eaqntimer 
^Mintancment  et  comme  sa 
aoisation  de  peintze  and  I'espece  de  savante 
iviesae  que  hn  font  qvauver  ses  emois.  La 
Nature  n'est  qu'im  pr^estc,  un  aiginDan,  on  k 
subjet  s'cvanoait  en  demi-teintes  pexpksss,  en 
leticeDces  snycndnes,  cn  secrets  ineapdmes  * 

Feme  a  Vermm  is  iDiBtiated  in  the  said  book 
(pbte  103,  p.123).  It  has  been  ednbated  at  the 
Cam^k  Institute;  Ktlsliutg,  and  at  Gothenburg. 

At  die  same  galkries  some  works  by  John 
Goddenne  are  also  notabk  for  a  lapuuuus  sense 

colour. 

At  Hal  O'Nians 

NO  Z.:--  :v  was  better  served  by  her 

artists  chan  wai  Venice.  DutiE^  the  long  period 
&om  Gio^gionc  to  the  eighteenth  centnry, 
gemns  afier  gjstaas  rnwrwril  thennidvcs  to  the 
^ory  of  God  and  the  Venetim  Repoblic.  Even 
in  her  detJine  socJi  artists  as  the  TiepcA  cdb- 
brated  die  last  of  her  '""y'^^T""* 

A  St.  MargmeS  cf  Cortona  aden^  the  Crudjix 
by  Domenico  Tiepolo  (Hal  0*^fians,  Ryder 
Stieet)  is  very  movii^  in  its  rdigioas  loiliment 
and  masterly  technique.  It  is  to  be  compared 
widi  another  version  of  the  same  subgject  hm^ 
in  a  side  cfaapd  of  the  dnnrcfa  erf"  San  Micfade  in 
bob,  and  <■  >l»iil«i»r«l  in  die  1951  Venice  Tiepolo 
exhibition.  This  pKture  shows  die  saint  knedn^ 
and  is  without  the  cheiubs  seen  in  the  work  at 
Ryder  Street,  which  latter  is  dioi^ht  to  be  die 
veisian  originally  in  the  church  of  San  Bonavea- 
tuta,  Venice,  but  disappeated  when  this  thuidi 
was  demoKdiedeaily  in  die  uiuctccndi  century. 

Two  sqpia  wadi  drawmg^  in  one  fiame  by 
Gregoxio  Lazzerini  remind  us  that  tins  axtist  was 
Giamhattwta  Hqptdo's  fiist  master.  A  Marco 


Riod  bndvape  is  another  Italian  work  in  a 
selection  of  old  drawing^. 

Ifistonc  Ridunond  has  inqnied,  and  con- 
tiiiaes  to  insjHTC,  artists.  An  admirahk  ednbitian 
of  pointii^  and  drawii^  under  this  titk  at  the 
Town  Hall  in  1959  gave  an  idea  of  the  number 
of  artists  who  depicted  the  town  and  hill,  firom 
Anthonis  van  den  Wyi^vde  in  1562  to  Sir 
Joshua  Reynolds,  Paul  Sandby,  Turner  and  later 
men.  Nor  is  it  smptiaii^  dat  Pieter  THkmais 
finmdRicfamondiircsistihk.  A  panogamic  paint- 
ii^by  him(25  X  49  ins.)  at  the  O'Nians  GaDcry 
is  an  nnpoitaut  record  by  dns  vtTsatik  artist  vdio 
made  England  his  home  fiom  1708,  where  he 
vras  variously  employed  on  topogr^dncal  wtxks 
and  spottii^ptctnrestmtil  his  death  in  1734- 

Greembields  Formdaition  Gallery 

THE  Elizabeth  T.  GreendneUs  Memorial 
Foundation  diat  awards  premiums  to  young 
artists  and  students  determined  to  kam  their 
craft  accordmg  to  time  honoured  traditional 
standards  will  soon  be  opemng  in  Montreal  a 
permanent  eaddbition  of  Dqdama  Wodts  by 
those  who  have  gained  die  ptemiuiusu  It  is  now 
seven  years  since  the  Corporation  was  com- 
pleted, and,  t^M^fc*  to  die  gpoerosity  of  its  presi- 
dent Mr.  C.  G.  Grmwhirfch,  Q.C,  and  die 
trastees,  many  talented  men  and  vromoi  have 
been  discovered.  They  now  rnmpfw  a  group 
that  may  wdl  be  die  apmitgmk  of  a  iHnaiwamTP 
in  creative  art  as  t^tposed  to  die  stultifying  craze 
of  modermmi.  I  do  not  doubt  diat  in  tnne  dns 
galkry  vdll  have  a  beneficial  The 
pufalk  have  Icm^  awaited  sudi  a  lead;  fix-  it  is 
convinced  dot  a  h^h  trdmifal  standard  and  an 
mtrlligiKlf  and  »>|iiiimioiir  fisian  ate  rwiilial  to 
the  progressive  development  of  art  as  a  vdiofe. 

Le  Grand  Sdnse 

THE  early  pnhBsfatng  dates  of  thb  magazine 
being  vdiat  diey  now  are,  it  is  not  always  possihk 
cuuaitly  to  cover  trade  and  odier  ediiliiliuns>. 
An  exampk  of  dns  was  the  m^ortant  ediihilion 
of  p™'*™^  by  TheodoR  Ronsscan  hdd  at  die 
Hiditt  Galkry  (4  Ryder  Street,  London,  S.W.1) 
last  November.  This  vras  made  possible  throng 
the  loan  of  works  by  miBfuims  and  private 
ctJIectors. 

The  Directors  of  the  Haditt  Galkry  are  also 
to  be  congratulated  on  the  care  winch  they 
dearly  gave  to  the  ptepaialion  of  the  admitahk 
catalogae.  Part  of  this  was  devoted  dmnologi- 
cally  to  Rousseau.  From  his  birdi  in  1812,  e^^ 
years  afier  Napofeon  became  Euf^ieiot,  to  his 
death  at  Barfazon  in  1867,  we  could  fcSkfw  fab 
fixtunes  and  misfixtimes:  Remand  critiriang 
fais  work,  Sdieficr  admiring  it  (1830),  extreme 
poverty  (1862).  Anodier  part,  in  cfaronological 
order,  had  complete  details  of  the  forty-one 
painringt  on  cxfaihitian.  This  was  thetefixe  a 
valuabfe  document. 

Resnkii^  fiom  the  artist's  journey  to  die 
valleys  <^  Tfaiezac,  Lyon,  Tfaaets  and  Royat  in 
1830,  fx  cxaaa^k,  die  ednbition  bad  a  dd^it- 
fid  L«  Obvfc ^  Tfcters.  From  Ins  first  jtMuncy 
to  Kittany  in  1831,  vdicn  he  bioi^it  back  to 
Paris  a  large  groiq>  of  dxtches  done  en  plem  mr, 
the  cgqnisitely  recorded  Chitemi  des  Rothers  near 
^^tre,  die  &moas  lesidence  of  Mme  de  Sdv%n£. 
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MOZAIKI  SOI  II  KIEVSKOY(ThcMosairs 
of  Kiev's  St.  Sophia):  By  V.  N.  L.izarcv. 
witli  J  contribution  by  A.  A.  Bclctsky  (text  in 
Russian).  (Moscow  igfto.  192  pp.  of  text,  3 
colour  pbtcs,  100  black-and-white  ones  -f  30 
in  the  text  and  figure  illustrations  of  the 
inscriptions.  Price  (new  currency)  2  rubles  92.) 

THE  cathedral  of  St.  Sophia  .it  Kiev  is 
amongst  the  finest  and  most  venerable  in 
Europe.  It  is  also  amongst  the  most  sumptuous, 
for  it  still  retains  much  of  its  original  mosaic 
decoration  as  well  as  numerous  wall  paintings  of 
both  a  religious  and  a  secular  character.  The 
exterior  of  the  catiiedral  underwent  some 
changes  in  the  eighteenth  century,  when  it  was 
thcmght  fit  to  adorn  it  with  a  number  of  baroque 
features,  but  these  did  not  aUcct  its  basic  out- 
lines nor  the  plan  of  its  interior.  In  the  nineteenth 
century  the  appearance  of  many  of  its  mural 
decorations  was  considerably  altered  by  the 
clumsy  overpainting  resorted  to  as  part  of  the 
restoration  work  which  was  undertaken  within 
the  cathedral.  In  our  own  day  its  structure 
suffered  considerably,  but  fortunately  not 
irreparably,  in  the  course  of  the  last  war.  As  a 
result  tlie  restoration  of  the  paintings  which  had 
been  put  in  hand  as  far  back  as  1928  had  to  be 
extended  to  embrace  the  cathedral's  fabric  as 
well  as  its  mosaic  decoration.  The  building  itself 
has  now  been  rendered  safe  and  work  on  the 
mosaics  has  been  brought  to  a  successful  close, 
but  that  on  the  paintings  will  still  occupy  some 
ye.irs.  The  mosaics  now  appear  in  well  nigh  their 
original  form,  having  escaped  the  repairs  which 
have  defaced  so  many  Byzantine  mosaics.  In  his 
new  book  Professor  Lazarev  has  set  out  to  pub- 
lish the  mosaics  in  full  while  A.  A.  Beletsky  deals 
with  the  Greek  inscriptions  which  appear  in 
them.  This  joint  pubhcation  will  for  long  re- 
main the  standard  work  on  the  subject. 

Professor  Lazarev's  text  deals  with  many 
aspects  of  his  subject.  The  main  points  which 
emerge  from  it  are,  firstly,  that  the  cathedral's 
foundation  stone  was  laid  in  1037  and  not  in  1017 
as  some  scholars  formerly  suggested;  secondly 
that,  as  in  Sicily,  the  Greek  mosaicists  brought 
firom  Byzantium  employed  local  men  to  work 
at  their  sides;  thirdly  that,  as  a  result  of  this,  the 
mosaics  must  be  regarded  as  Russo-Byzantine 
works  rather  than  as  purely  Greek  ones.  Pro- 
fessor Lazarev  considers  that  the  mosaics  were 
produced  between  1046  and  1067,  a  period 
falling  between  that  of  the  Hosios  Lucas  mosaics 
on  the  one  hand  and  that  of  the  Vatopedi  and  Nea 
Moni  ones  on  the  other.  Nevertheless,  he  notes 
that  their  st^'le  is  in  closer  accord  with  that 
prevalent  in  Byzantium  in  the  tenth  century 
than  with  works  of  their  own  day.  All  the 
mosaics  which  survive  in  the  cathedral  are  fully 
and  adequately  illustrated  in  the  book,  so  that  it 
is  easy  to  follow  the  author's  arguments.  The 
book  also  contains  an  index  and  numerous  notes 
but,  regrettably,  no  bibliography. — T.T.R. 


DEAl  H  OF  THE  HERO:  By  Jack  Lindsay. 
(London:  Studio  Books.  42s.  net.) 

THE  literature  in  English  on  French  painting  of 
the  period  1780-1830  is  scanty,  and  there  was,  as 
Mr.  Lindsay  observes,  'no  need  to  apologise  for 
intruding  upon  this  neglected  scene' — certainly 
not  for  one  who  holds  tiic  period  in  question  'to 
be  tlic  watershed  separating  previous  stages  from 
the  modern  stage';  even  though  wc  may  doubt 
the  vaUdity  of  separating  art  into  stages,  in  each 
of  which  there  arc  so  many  disparate  and  con- 
flicting tendencies. 

This  is  a  strongly  partisan  book,  'largely  taking 
the  form  of  a  biography  of  David',  who  for  the 
author  is  the  arch  innovator,  the  supreme 
revolutionary  and  the  inspirer  of  almost  every- 
thing vital  down  to  Cezanne.  Mr.  Lindsay  has 
made  a  close  study  of  the  master's  works  and 
records  with  warm  admiration  all  the  chief 
activities  of  his  extraordinary  career,  cul- 
minating, for  a  brief  time,  in  a  position  of  un- 
challenged authority  to  which  no  painter  of  the 
atuieti  regime  could  ever  attain.  David  is  not  only 
presented  to  us  as  a  great  artist  and  a  decisive 
formative  influence,  but  also  as  an  admirable 
man — a  view  of  his  character  only  possible  for 
his  co-revolutionaries,  docile  disciples,  and  those 
still  persuaded  that  the  end  fully  justified  the 
horrible  means. 

In  the  introduction  of  the  nco-classic  style 
based  on  the  study  of  classical  remains — sarco- 
phagi, friezes,  bas-reliefs,  vases  and  other  vestiges 
of  the  ancient  world — and  the  aesthetic  theories 
of  Winkelmaim,  the  Englishman  Gavin  Hamil- 
ton has  indisputable  priority.  But  David,  a 
vastly  more  gifted  painter,  soon  became  its  most 
influential  exponent,  breaking  with  the  classic 
tradition  of  historical  painting  and  substituting 
what  Mr.  Lindsay  calls  'the  neo-classic  aesthetic'; 
which  apparently  imphes  the  supersession  of  the 
pyramidal  scheme  of  composition  by  'vertical- 
horizontals'  (the  book  is  lavishly  sprinkled,  often 
in  odd  contexts,  with  hyphenated  terms).  This 
in  itself  was  no  very  fundamental  change,  a 
slender  basis  for  a  new  aesthetic,  and  near 
parallels  for  some  of  David's  more  ambitious 
designs  can  be  found  in  Poussin  (whom  he 
revered)  and  in  many  pictures,  Itahan  and  Flem- 
ish, of  the  seventeenth  century.  But  the  moment- 
ous imiovation  for  which  David  may  justly  be 
held  responsible  was  the  exploitation  of  episodes 
in  classical  mythology  and  history — The  Oath  of 
the  Horatii,  Lictors  bringing  in  the  dead  sons  of 
Brutus,  The  Death  of  Socrates  and  so  on — as 
allegories  and  an  effective  means  of  pohtical 
propaganda;  though  it  is  now  hard  to  under- 
stand the  enthusiasm  these  firigid  declamatory 
representations  aroused,  or  how  they  could  have 
contributed  to  advance  the  Revolution.  But 
contemporary  events  gave  the  great  opportuniry 
for  rabble-rousing,  as  in  The  Tennis  Court  Oath 
and  the  gruesome,  masterly  Marat  Assassinated. 
'Hero-Deaths'  and  'Oaths',  historical  or  con- 


temporary, were  David's  principal  propaganda 
themes.  The  chief  assassins  of  the  Revolution 
were  all  heroes  to  the  unrepentant  regicide 
painter — an  estimate  Mr.  Lindsay  appears  to 
endorse.  The  general  argument  that  'historical 
painting'  was  the  highest  form  of  art  partly 
explains  the  extravagant  admiration  for  these 
pictures  by  those  indifferent  or  even  hostile  to 
their  manifesto  context.  Reynolds  proclaimed 
The  Horatii  to  be  the  greatest  work  since  the 
Sistinc  Chapel  and  Raphael's  Vatican  scenes,  a 
judgment  he  suppressed  after  the  Revolution  had 
broken  out.  Constable,  on  the  other  hand, 
detested  the  master — 'David  seems  to  have 
formed  his  mind  from  three  scenes,  the  scaffold, 
the  hospital,  and  a  brothel',  while  his  'relentless 
outlines'  destroyed  'chiaroscuro,  the  soul  and 
medium  of  art'.  By  then  the  neo-classic  aesthetic 
was  on  the  way  out. 

We  are  told  that  in  David's  art  there  was  a 
continuing  conflict  between  his  lyrical  sense  of 
beauty  and  his  revolutionary  zeal,  his  resolve  'to 
forge  new  powerful  images  of  action'.  The  vast 
canvases  with  their  crowds  of  gesticulating 
figures,  such  as  The  Tennis  Court  Oath,  express 
that  resolve  and,  apart  from  their  historic 
interest,  have  become  for  our  generation  in- 
supportably  tedious.  That  is  the  inevitable  fate 
of  didactic  painting  when  the  passions  it  sought 
to  arouse  no  longer  move  us.  For  the  lyric 
quality  we  must  look  to  some  of  the  portraits, 
the  wonderful  Mme  Tudaine,  for  example,  with 
its  faultless  placing  of  the  figure  on  the  canvas, 
nervous  expressive  brushwork,  and  anticipation 
of  impressionist  handling.  In  the  best  of  these 
portraits,  the  design  is  brilliantly  found,  the 
colour,  though  without  subtle  transitions, 
abounds  in  novel,  deUghtful  harmonies;  while 
the  observation  is  searching — and  to  the  dis- 
advantage of  blatant  self-assertive  types  thrown 
up  by  the  Revolution.  How  intensely  alive  these 
people  are — people  on  the  make  or  who  had 
weathered  the  storm  by  assiduously  courting  the 
ruffians  in  power,  and  others  with  honest  faith 
in  the  coming  millenium — how  they  break 
through  the  barrier  of  time!  'These  are  new 
people  seen  in  a  new  way',  but  not  one  feels 
always  in  the  way  that  Mr.  Lindsay  would  have 
us  suppose.  In  his  interpretation  of  David's  aims 
in  the  'History- works'  and  of  the  psychology  in 
the  portraits  he  gives  his  fancy  fi-ee  rein,  notably 
in  the  case  of  the  Three  Ladies  of  Client. 

One  may  fmd  'repetitions  or  paraUeUsms'  of 
design  in  The  Raft  and  other  works  by  Geri- 
cault,  and  Delacroix  pays  tribute  to  David  as 
'the  father  of  the  modem  school  of  painting', 
but  in  the  romantic  vision  Uttle  that  is  essentially 
Davidian  survives.  In  both  artists  the  conception 
of  form  is  radically  different,  while  the  'Davidian 
ideal'  is  sacrificed  to  what  Mr.  Lindsay  aptly  calls 
'the  full  release  into  movement'  and  to  a  com- 
passion and  sense  of  drama  far  beyond  David's 
scope  and  inimical  to  the  fundamental  principles 
of  the  'neo-classic  aesthetic'.  Mr.  Lindsay  allows 
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that  the  'two  main  lines,  leading  to  Ingres  and 
Delacroix'  arc  broken,  for  neither  'tried  to 
continue  the  full  eftbrt  of  the  master  in  the 
changed  circumstances'. 

As  an  art-historian  the  author  is  a  rather 
falhble  guide.  He  tells  us  for  instance  that  at  the 
Revolution  Loutlierbourg  'moved  across  to 
England'.  He  came  over  in  1771  and  had  been  an 
R.A.  for  nearly  a  decade  when  the  emigration 
began.  There  are  a  dozen  colour  plates  above  the 
average  in  quahty  and  59  photographic  illustra- 
tions of  famihar  works. — R.E. 

DERBY  PORCELAIN:  By  F.  Brayshaw 
Gilhespy.  Pp.  144,  colour  pi.  13,  monochrome 
pi.  170.  (London:  MacGibbon  &  Kee.  jT^^)  9s. 
net.) 

IT  is  no  mean  feat  for  a  single  author  to  have 
produced  two  books  on  Derby  porcelain  within 
ten  years,  especially  as  few  new  facts  have  come 
to  light  in  the  intervening  period.  Mr.  Gilliespy's 
first  book,  Crown  Derby  Porcelain,  published  as  a 
limited  edition  in  195 1,  had  a  wider  scope  than 
the  title  implied,  as  it  illustrated  some  of  the 
earhest  eighteenth-century  Derby  figures.  Mr. 
Gilhespy's  recent  book,  Derby  Porcelain,  is  in 
several  respects  a  more  orderly  volume.  It  is 
sumptuously  produced  and  especially  welcome 
on  account  of  the  numerous  colour  illustrations. 
Several  of  these  plates  show  the  author's  pieces 
with  a  background  of  wallpaper,  creating  the 
impression  that  the  reader  has  been  invited  into 
Mr.  Gilhespy's  home.  Plate  3,  showing  'Plaques 
on  my  Wall'  is  the  most  delightful  of  this  group. 

Mr.  Gilhespy's  style  is  homely  and  relaxed; 
his  prime  consideration  is  aesthetic  appreciation 
and  he  has  no  wish  to  give  us  'arid  pages  full  of 
scientific  fmdings  on  paste,  transillumination, 
ultra-violet  light  and  provenance'.  However, 
every  now  and  then  good  sense  is  lost  in  a  morass 
of  words;  for  example  on  page  46;  'And  I  have 
always  felt  that  Duesbury  11,  in  charge  from 
1768-96,  was  responsible  for  this  cult  of  the 
coffee-can,  originally  so  French  in  shape  but  later 
a  vehicle  for  so  many  early  English  rural  scenes. 
His  mentaUty,  of  meticulous  precision  in  both 
writing  out  and  drawing  up  contracts,  could 
suggest  psychologically  to  me  such  a  HkeUhood'. 

Surprisingly  little  fresh  information  has  been 
discovered  about  the  personal  lives  and  artistic 
activities  of  the  Derby  figure  makers  and 
porcelain  painters  since  John  Haslem's  book  Tlie 
Old  Derby  Ciiina  Factory  1876.  Mr.  Gilhespy's 
chapters  on  these  workmen  reproduce  much 
that  he  has  already  said  in  his  previous  book. 
Haslem  gives  two  variants  of  the  Derby  mark 
used  by  the  artist  WiUiam  Slater.  This  has 
enabled  Mr.  Gilhespy  to  show  some  fme  insect 
painting  on  a  chamber  candle  stick  (pi.  130)  as 
an  example  of  Slater's  work  and  to  correct  his 
previous  attribution  of  this  hand  in  'Crown 
Derby'  (pi.  93)  to  William  Dexter. 

Bernard  Rackham,  who  coined  the  catch 
phrases  dry-edge,  pale-coloured  family,  and 
patch-marked  group,  was  the  first  person  to 
separate  early  Derby  figures  from  Chelsea  ex- 
amples, not  in  1926  but  in  1922.  Mr.  Gilhespy 
gives  a  short  summary  of  the  sahent  points 
mentioning  two  other  important  facts,  firstly 
that  some  members  of  the  dry-edge  group  were 


decorated  with  imfired  colours,  and  secondly 
that  a  number  of  the  earhest  figures  were  repro- 
duced later  at  Derby.  However,  his  defmitioii  of 
a  figure  repairer  as  a  person  who  puts  'the  many 
portions  of  a  figure  together  after  they  had  been 
separately  fired'  is  incorrect.  It  is  pleasing  to  see 
illustrations  of  a  selection  of  dry-edge  figures 
including  the  group  of  four  senses  in  white 
(fig.  14);  the  fifth  is  shown  as  an  enamelled 
figure  (fig.  23).  Mr.  GiUiespy  illustrates  the  two 
enamelled  figures  Tasting  and  Hearing  that  were 
originally  pictured  in  the  Burhngton  magazine 
article  of  1926.  However,  they  have  been  placed 
the  wrong  way  roimd  and  'the  lady  merging 
from  dry-edge  left  into  patch-marks  right' 
should  be  merging  the  other  way.  Furthermore, 
Derby  porcelain  is  shown  as  Meissen  and  vice 
versa  (figs.  19  and  20).  The  author  does  not 
illustrate  or  discuss  the  particularly  fine  chinoiserie 
groups  of  the  dry-edge  period.  When  describing 
a  biscuit  figure  of  a  shepherdess  (fig.  142),  he 
rightly  states  that  the  modelling  is  more  in  the 
style  of  Spengler  than  that  of  Stephan.  Could 
she  perhaps  be  Rosina,  mentioned  in  Joseph 
Lygo's  letters  in  1793? 

The  chapter  containing  excerpts  from  Joseph 
Lygo's  letters  is  Mr.  Gilliespy's  more  important 
contribution.  This  chapter  has  already  been  given 
as  a  paper  to  the  English  Ceramic  Circle.  Conse- 
quently, it  is  disappointing  to  find  that  the 
author  has  not  made  a  fresh  selection  for  his 
book.  He  could,  for  example,  have  mentioned 
the  very  experienced  Mr.  Webber,  who  in  1795 
was  to  make  a  group  to  match  Paelenion  and 
Lavinia  and  given  more  information  about  Mr. 
Vulliamy,  whose  orders  were  big  enough  in 
February  1791  'to  hold  up  figures  for  a  month'. 
Lygo's  letters  cover  the  period,  1777-1797, 
which  Mr.  Gilhespy  seems  to  understand  best.  A 
book  by  him  entirely  devoted  to  these  letters, 
suitably  illustrated  and  possibly  interleaved  with 
facsimiles,  would  have  had  outstanding  merit. 
Nevertheless,  this  work  will  give  a  great  many 
people  considerable  pleasure  on  both  sides  of  the 
Atlantic— B.M.W. 

THE  ROHAN  BOOK  OF  HOURS:  Intro- 
duction and  Notes  by  Jean  Porcher.  (London: 
The  Faber  Library  of  Illuminated  Manuscripts. 
1959-  25s.  net.) 

THE  Rohan  Hours  are  the  second  work  in  the 
Faber  Library  series,  a  selection  of  famous 
manuscripts,  each  published  with  eight  repro- 
ductions in  colours  and  a  short  scholarly  text.  M. 
Porcher  has  written  a  briUiant  study,  as  fascinat- 
ing as  it  is  imaginative  in  its  outlook  on  the  great 
anonymous  artist  whose  masterpiece  was  the 
Rohan  Book  of  Hours.  His  ingenious  interpre- 
tation of  the  few  facts  that  can  be  gathered  from 
the  various  manuscripts  make  him  see  the  artist, 
his  life  and  his  work,  in  a  new  hght.  He  assigns  a 
decisive  part  in  the  master's  career  to  Yolande  of 
Aragon,  wife  of  Louis  II  of  Anjou,  the  King  of 
Sicily.  She  must  have  been  a  worthy  patron  of 
the  great  artist;  an  amazing  woman,  dis- 
criminating in  her  tastes  and  shrewd  in  her 
dcahngs.  As  an  amateur  and  collector  she  seems 
to  have  been  the  female  counterpart  to  the  Duke 
of  Berry,  whose  niece  she  became  by  marriage. 
At  his  death  in  1416  she  acquired  the  'Belles 


Heures',  one  of  his  finest  manuscripts,  which  his 
artists,  the  brothers  Limbourg,  had  illuminated 
for  him.  And  she  paid  for  it  not  even  half  the 
price  at  which  it  had  been  valued. 

M.  Porcher  suggests  that  Yolande  took  the 
Rohan  master  into  her  service  in  about  1414. 
The  discovery  of  this  relationship  is  the  nucleus 
of  this  whole  study.  The  idea,  already  indicated 
in  his  Catalogue  of  the  Exhibition  of  French 
manuscripts  in  the  BibUotheque  Nationale  in 
1958,  is  here  exploited  in  all  its  imphcations. 
According  to  M.  Porcher  at  least  three  of  the 
most  important  Books  of  Hours,  all  intended  for 
her  children,  were  made  at  her  request : 

1.  The  Stuart  Hours  in  Cambridge  were  exe- 
cuted for  the  younger  Yolande.  After  her  death 
her  husband  probably  gave  them  to  his  second 
wife,  Isabella  Stuart,  whose  arms  were  then 
entered  in  the  book. 

2.  The  Hours  of  Rene  d' Anjou,  so  called,  as 
they  bear  the  arms  and  emblems  of  her  younger 
son,  the  famous  poet  and  painter  prince.  By 
assuming  that  it  was  Yolande  who  commissioned 
the  book,  the  author  fmds  a  solution  to  its 
supposed  date  at  a  time  when  Rene  was  a  boy 
still  in  his  early  teens. 

3.  The  Rohan  Hours  are  the  third  of  these 
prayer-books  ordered  by  Yolande  from  her 
artist.  This  sumptuous  manuscript  was  intended 
for  her  elder  son  Louis,  the  future  King  of  Sicily, 
and  after  his  death  it  may  also  have  passed  into 
Rene's  possession.  Some  of  its  large  miniatures 
are  inspired  by  the  'BeUesHeures',  the  manuscript 
which  Yolande  had  acquired  in  14 16.  The  small 
marginal  pictures — 469  in  all — go  back  to  a  series 
of  illustrations  in  an  ItaUan  Bible  MoraUsee  of 
the  later  fourteenth  century.  Tliis  manuscript, 
too,  was  executed  for  a  member  of  the  Anjou 
family  and  brought  by  him  to  Paris.  Possibly  the 
Rohan  master  copied  the  miniatures  on  Yolande's 
suggestion.  The  date  of  the  manuscript,  shortly 
after  1416,  is  further  indicated  by  its  relation  to 
the  'Tres  Riches  Heures',  the  other  great  Lim- 
bourg manuscript  which  was  left  incomplete  at 
their  death  in  that  year.  The  arms  of  Rohan, 
which  have  given  the  name  to  the  manuscript 
and  its  artist,  are  again  a  later  addition.  M. 
Porcher  suggests  that  the  book  may  have  formed 
part  of  the  ransom  claimed  from  Rene  by  Francis 
of  Rohan  in  1434  as  the  price  of  his  release. 

Before  he  entered  the  service  of  Yolande,  the 
Rohan  master  had  worked  for  Parisian  pub- 
hshers  or  booksellers.  He,  together  with  other 
young  artists,  among  them  the  Bedford  master, 
shared  in  the  illumination  of  the  large  'History 
Books',  a  type  of  manuscript  with  many  illust- 
rations which  was  in  great  demand  at  that  time. 
The  author  adds  considerably  to  the  number  of 
manuscripts  previously  quoted  by  Durrieu  and 
Miss  Heimaim  in  her  subsequent  thorough  study 
of  the  master.  One  of  his  most  remarkable  addi- 
tions is  the  Leipzig  copy  of  Gaston  Phoebus' 
'Livre  de  la  Chasse'.  All  the  'Rohan'  miniatures 
in  these  books  have  the  stamp  of  his  style,  but 
except  for  a  few  large  frontispieces  they  are  hastily 
executed  and  we  even  fmd  the  same  composi- 
tion repeated  in  various  battle  scenes.  A  certain 
lack  of  care  can  be  noticed  also  in  the  work  of 
his  fellow-artists,  including  that  of  the  Bedford 
master,  who  in  his  later  miniatures  achieved 
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such  great  technical  perfection.  It  was  a  kind  of 
wholesale  production  to  cater  for  the  demands 
of  customers  at  a  price  they  could  atford.  It  was' 
Yolande  who  treed  the  Uohan  master  from  tills 
sort  of  work  and  made  it  possible  for  him  to 
develop  his  creative  forces  to  the  full.  She 
enabled  him  to  have  his  own  studio  and  'to 
direct  his  assistants  to  work  according  to  his 
will'.  Many  of  the  minor  Books  of  Hours  were 
the  product  of  this  studio. 

To  the  list  of  such  prayer  books,  which  M. 
I'orchcr  provides,  wc  may  add  one  more  Hook 
of  Hours  (British  Museum,  Harlcy  2940)  with 
'Boucicaut'  miniatures  and  one  typical  'Rohan' 
Madonna.  Moreover  it  should  be  noted  that  the 
Hours  as  quoted  in  Sotheby's  C Catalogue  of  1948 
are  identical  with  those  of  Mr.  Eismann's  and 
this  manuscript  has  now  been  acquired  by  the 
Walters  Art  Gallery. 

Turning  to  the  Roh.ui  Hours,  M.  Forcher 
draws  a  splendid  picture  of  their  artistic  qualities. 
The  Rohan  master  is  obsessed  with  the  drama  of 
life,  and  most  powerful  arc  those  pictures  which 
reflect  the  'melancholic  nioc^d  of  his  mind'.  He 
is  to  some  extent  a  rcahst  and  is  as  sensitive  in  his 
rendering  of  the  fraihiess  and  distortion  of  the 
dead  body  as  he  is  in  the  interpretation  of  the 
lovely  sott  features  of  the  Virgin  Mary  or  the 
heavy  tread  of  the  dancing  shepherd.  Yet  his 
realism  is  only  a  meaiis  of  expression,  and  he  is 
ncU  concerned  with  the  current  problems  of 
space  or  tbrni.  Nor  does  he  aim  at  technical 
perfection  tor  its  own  sake.  His  few  landscapes 
are  ratlier  bare  and  have  no  depth,  his  buildings 
are  on  the  whole  unreal,  thin  structures,  a  kind 
of  fornmla  in  the  mediaeval  sense,  their  ex- 
aggerations and  repetitions  serving  to  stress  the 
expressiveness  of  the  figure  composition. 

To  explain  the  singular,  unorthodox  style  of 
the  artist,  the  author  suggests  that  he  may  have 
come  to  cosmopoHtan  Paris  as  a  foreigner; 
though  he  was  not  a  Fleming  as  were  most  of 
his  fellow  artists.  The  author  further  asks 
whether  he  was  not  perhaps  a  Spaniard,  a 
Catalan,  or  possibly  from  Aragon,  like  his 
patron  Yolande,  and  whether  her  choice  did  not 
fall  on  him  because  he  spoke  her  own  language 
and  'answered  her  own  spiritual  longings'.  He 
offers  some  interesting  points  in  favour  of  his 
suggestion;  and  though  he  does  not  actually 
prove  it,  it  does  seem  that  the  idea  in  itself 
carries  conviction.  It  is  at  least  far  more  convinc- 
ing than  a  possible  German  descent  of  the  artist, 
which  has  been  suggested.  M.  Porcher  does  not 
deny  that  the  master's  imagery  is  in  some  of  its 
elements  akin  to  German  art,  but  this  is  only  one 
of  many  sources  from  which  he  drew  his 
inspiration.  He  'plunged  into  the  Parisian 
cauldron  and  drew  out  of  it  whatever  suited  his 
fancy'.  Whether  he  copied  from  a  Limbourg 
manuscript  or  an  Italian  Bible,  these  models 
served  merely  as  subject  matter  from  which  he 
created  something  utterly  different,  imbuing  it 
with  his  own  expression. 

Former  research  had  stressed  the  great  differ- 
ences in  conception  and  quality,  which  are  so 
evident  in  the  oeuvre  of  the  Rohan  master  even 
within  the  single  manuscripts.  With  a  fine  sense 
of  discrimination  the  miniatures  have  been 
ranged  in  different  groups  and  the  execution  of 


individual  parts  allotted  to  various  hands.  It  has 
even  been  suggested  that  the  artist's  .share  in  the 
ocuvrc  was  limited  to  his  sporadic  presence  in  an 
already  established  studio.  C^ontrary  to  this,  the 
author  insists  on  assigning  to  the  master  the 
leading  part  in  the  whole  production,  including 
the  Rohan  Hours.  It  was  he  who  planned  the 
whole  book,  he  who  designed  the  copies  from 
the  Italian  manuscript.  Who  else  could  have 
achieved  so  complete  a  transformation,  who,  by 
a  few  alterations  to  the  proportion  and  spacing 
of  the  figures,  could  have  evoked  the  strange, 
tense  expression,  that  gives  a  new  meaning  to 
these  pictures?  But  should  we  not  assign  the 
main  part  in  their  execution  to  the  assistants  of 
the  studio,  all  the  more,  as  the  same  hand  can  be 
traced  in  the  finishing  work  of  even  some  of  the 
larger  size  miniatures? 

The  great  merit  of  M.  Porclier's  study  lies  in 
his  eflbrt  to  convince  us  that  our  understanding 
of  this  great  master's  art  depends  on  our  accept- 
ance of  its  conflicting  diversities.  'We  must  not 
be  too  hasty  in  limiting  his  share.  The  tortured 
visionary  is  also  an  extremely  conscientious 
craftsman.'  On  the  other  hand,  he  would  at  the 
same  time  care  Uttle  about  carrying  out  his  ideas 
beyond  a  certain  rough  stage.  Yet  as  soon  as  we 
look  more  closely  at  the  single  manuscripts,  the 
old  problems  turn  up  again  and  it  remains 
difficult  to  explain:  why,  for  example,  the  few 
large  'master-miniatures'  occur  in  manuscripts 
as  widely  different  as  the  early  Cambridge  Hours 
and  the  later  de  Buz  Hours,  or  why  the  technique 
of  the  early  miniatures  is  still  used  in  the  routine 
work  of  the  studio. 

This  book  is  written  with  great  zest  and  viva- 
city. This  contributes  much  to  the  strength  of  its 
arguments.  It  is  as  stimulating  to  the  speciaUst  as 
it  is  to  the  amateur.  The  reproductions  are  chosen 
from  the  full-page  miniatures.  The  colours  are 
slightly  pale,  but  they  impart  a  truer  impression 
of  the  cool  shades  of  the  original  miniatures  than 
do  some  of  the  more  sumptuous  previous  pub- 
lications.— R.Sch. 

A  CATALOGUE  OF  THE  DRAWINGS 
BY  INIGO  JONES,  JOHN  WEBB  AND 
LORD  BURLINGTON  IN  THE 
BURLINGTON-DEVONSHIRE  COL- 
LECTION: Royal  Institute  of  British 
Architects:  By  Prunella  Fraser  and  John 
Harris.  (Royal  Institute  of  British  Architects) 
pp.  146,  5s.  od. 

THIS  is  an  important  contribution  to  the  history 
of  English  architecture — the  most  valuable, 
perhaps,  since  the  appearance  of  Howard  Col- 
vin's  Biographical  Dictionary  of  English  Architects 
some  seven  years  ago.  It  certainly  augurs  well 
for  the  new  series  of  catalogues  of  drawings  in 
the  Ubrary  of  the  Royal  Institute  of  British 
Architects  and  one  hopes  that  its  success  will 
encourage  the  Institute  to  have  the  next  part 
printed  and  not  roneod.  Students  and  Ubrarians 
will  surely  want  these  catalogues  in  a  more 
durable  form  and  it  is  much  to  be  hoped  that 
this  first  part  will  eventually  be  re-issued  on 
better  paper,  properly  printed  and  bound. 

As  the  authors  remark  in  their  preface:  'This 
catalogue  supersedes  the  HandUst  compiled  by 
the  late  Mr.  W.  Grant  Keith  in  1937.  Between 


that  date  and  this,  advances  have  been  made  in 
the  field  of  architectural  history  and  it  was 
thought  advisable  to  reassess  the  work  of  Inigo 
Jones,  John  Webb  and  their  contemporaries  in 
the  light  of  the  most  recent  published  and  un- 
published research.'  Their  reassessment  lacks 
neither  scholarship  nor  judgcinciit.  Every  draw- 
ing is  catalogued  separately,  with  full  accounts  of 
dimensions,  media  and  provenance,  bibUo- 
graphies  and  notes  on  associated  drawings — in 
fact,  we  are  given  the  whole  critical  apparatus, 
including  a  concordance  and  three  long  append- 
ices dcahng  with  the  history  of  the  collection, 
the  code  marks  and  a  chronological  analysis  of 
the  drawings.  These  appendices  by  John  Harris 
are  invaluable,  especially  the  last  on  the  drawings 
themselves.  This  ably  summarises  the  present 
state  of  our  knowledge  about  the  architects  and 
buildings  concerned;  and  of  course  much  of  the 
best  recent  research  has  been  due  to  Mr.  Harris 
himself,  notably  his  discoveries  about  Inigo 
Jones's  work  at  Newmarket  which  were  first 
published  in  Architectural  History  in  1959. 

Future  writers  on  EngUsh  architecture  will  be 
especially  grateful  to  Mr.  Harris  for  his  examina- 
tion of  the  sources  from  which  Jones,  Webb  and 
Lord  Burlington  drew  their  inspiration.  In  a 
large  number  of  cases  he  has  been  able  to  point 
to  the  particular  drawing  or  engraving  by  Pal- 
ladio,  Serlio,  Scamozzi,  Cataneo,  Labacco, 
Montano,  Du  Cerceau  or  Francart  on  which  the 
Enghsh  architect  relied.  This  is  most  illuminating 
and  gives  one  a  far  greater  insight  into  the  work- 
ing of  the  architect's  mind  than  do  airy  remarks 
about  'influence',  about  'looking  forward'  and 
'looking  backward'  and  other  such  cliches  so 
beloved  by  art-historians. — J.F. 

THE  NETSUKE  HANDBOOK  OF  UEDA 
REIKICHI:  Adapted  by  Raymond  Bushcll. 
325  pp.  8  vo.  (Tokyo:  The  Charles  E.  Turtle 
Co.  S8-75  in  U.S.A.  Agents  in  the  U.K.: 
Prentice-Hall  International  Inc.,  28  Wclbeck 
Street,  London  W.i.) 

THIS  translation  is  long  overdue  and  collectors 
will  be  grateful  to  Mr.  Raymond  Bushell  for 
producing  it.  The  original  work  was  pubUshed 
in  Japan  in  1934  and  a  second  enlarged  edition 
was  issued  in  1943.  The  Japanese  characters  have 
always  proved  a  stumbling  block  to  Western 
collectors,  who  have  struggled  to  decipher  the 
accounts  of  some  1,300  artists,  not  to  mention 
the  15  chapters  of  general  information.  Mr. 
Bushell  has  now  translated  the  entire  book  and, 
although  he  calls  it  an  'adaptation',  as  a  purely 
hteral  translation  might  be  riddled  with  lost 
meanings,  it  is  really  a  very  good  rendering  of 
the  original  with  the  elimination  of  some  un- 
necessary matter. 

Ueda's  rather  poor  and  scanty  illustrations 
have  been  replaced  by  226  clear  photographs 
from  Mr.  Bushell's  own  collection  (24  in  colour). 
These  are  accompanied  by  descriptive  captions 
compiled  by  himself.  He  must  have  been 
tempted  to  supplement  Ueda's  too  brief 
reports  by  adding  the  result  of  his  own  extensive 
experience  and  study,  but  he  has  carefiilly  re- 
frained from  this  and  has  stuck  strictly  to  the 
original  text,  reserving  for  himself  only  the 
particulars   of  his   own  illustrations.  These 
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descripdoiis,  however,  arc  full  of  useful  in- 
formation which  he  is  well  qualified  to  impart, 
since  he  has  lived  in  Tokyo  for  sixteen  years  and 
is  married  to  a  perceptive  Japanese  lady.  He  is 
thus  able  to  elucidate  many  elaborate  allegories 
and  symbolisms  wliich  may  otherwise  have 
puzzled  the  Western  collector.  The  illustrations 
have  been  selected  to  cover  a  wide  range  of 
legend,  custom,  myth,  etc.  and  to  exemphfy  the 
styles  of  the  individual  artists;  though  inevitably 
it  has  not  always  been  possible  to  choose  ex- 
amples which  embody  the  artist's  characteristic 
quahties.  By  placing  the  descriptions  beside  each 
illustration,  consideration  has  been  shown  for 
the  convenience  of  the  reader  and  this  care  is 
similarly  evidenced  in  the  biographical  section 
by  arranging  the  facsimile  signature  beside  the 
artist's  name,  which  is  also  rendered  in  the  block 
characters  of  the  Kaisho  script. 

Ueda's  text  is  the  fullest  account  of  netsuke 
which  has  been  published  in  Japan  and  is  more 
informative  than  the  useful  little  book  by 
Okada  issued  by  the  Japan  Travel  Bureau  in 
195 1.  It  is  a  study  by  a  modest,  painstaking  man 
who  took  great  trouble  in  setting  down  all  he 
could  discover  about  the  great  artists  before  it 
was  too  late.  This  patience  has  resulted  in  a  bio- 
graphical list  of  over  1,300  artists,  occupying  100 
pages.  In  the  text  he  throws  out  many  an  illu- 
minating thought.  For  instance,  that  the  preval- 
ence of  ivory  manju  in  Tokyo  was  due  to  the 
great  earthquake  and  fure  of  1854  which 
destroyed  practically  all  the  netsuke  in  the  city 
and  caused  a  rush  for  toggles  to  support  the 
popular  tobacco  pouches  of  the  period :  manju 
were  quickly  made  by  a  lathe  and  often  bore  the 
minimum  of  decoration.  In  explanation  of  the 
widespread  use  of  wood  by  artists  in  the  minor 
centres  of  Nagoya,  Yamada,  etc.,  he  states  that 
the  boxwood  growing  there  was  the  fmest  in  the 
country,  while  in  the  great  cities  of  Tokyo  and 
elsewhere,  ivory  was  readily  obtainable. 

In  his  search  for  knowledge  Ueda  timidly 
visited  the  great  Takamura  Koun  and  was 
touched  by  his  kindly  reception.  The  great  man 
was  so  helpful  that  Ueda  ventured  to  ask  him  for 
an  epigraph  for  insertion  in  his  book.  Where- 
upon Koun  wrote  in  liis  decisive  caUigraphy — 
'Art  is  Endless'.— M.T.H. 

SEVENTEENTH  AND  EIGHTEENTH 
CENTURY  FRENCH  PORCELAIN:  By 

George  Savage.  (London:  Barrie  and  Rock- 
UfF,  i960.  70s.  net.) 

COLLECTING  is  now  a  pleasure  enjoyed  by 
many  and  porcelain,  essentially  decorative  and 
fortunately  seldom  cumbersome,  offers  many 
attractions  to  those  inspired  by  the  new  fashion. 
Eighteenth-century  porcelain  of  good  quality  is 
not  found  easily  outside  specialist  antique  shops, 
nor  is  it  to  be  obtained  cheaply.  There  are 
nevertheless  any  number  of  people  who  would 
like  to  know  more  about  it.  It  is  to  the  potential 
collector  that  this  book  will  appeal.  It  offers  no 
new  information  but  faithfully  records,  once 
again,  those  basic  details  concerning  the  founda- 
tion and  history  of  the  French  factories,  without 
a  knowledge  of  which,  it  seems,  their  wares  can 
scarcely  be  enjoyed.  The  author  is  conscientious- 
ly anxious  to  provide  his  budding  collectors  with 


the  background  information  he  evidently  fears 
they  may  lack  and  for  this  purpose  includes  an 
Introduction  of  some  sixty  pages,  largely 
devoted  to  the  history  of  France  from  the  late 
seventeenth  century  to  the  death  of  Napoleon. 
Inevitably  this  has  meant  cramming  -  facts 
uncomfortably  together  which  might  have  been 
more  profitably  obtained  from  other  sourcts. 
Both  the  Introduction  and  the  following  chapter 
concerned  with  the  Decorative  Arts  in  France  in 
the  seventeenth  and  eighteenth  centuries  contain 
disconcerting  and  sometimes  misleading  general- 
isations which  give  the  book  a  somewhat 
amateur  tone.  There  is,  however,  much  solid 
information  on  the  development  of  the  factories 
and  the  book  is  well  illustrated. — J.H.H. 

ITALIAN  MAJOLICA:  By  Jifina  Vydrova. 
(London:  Peter  Nevill,  i960.  25s.) 

THIS  book,  originally  published  in  Czecho- 
slovakia, has  the  advantages  of  being  beautifully 
produced  and  pleasant  to  handle.  A  prestige 
pubUcation,  both  the  quality  and  number  of  the 
illustrations  are  worthy  of  its  aim.  The  bold 
decoration  characteristic  of  maiolica  deserves 
detailed  treatment  and  the  photographs  are 
sufficiently  large  to  allow  the  painting  to  come 
to  life  and  even  to  evoke  the  luscious  texture  of 
the  glaze.  Such  a  generous  presentation  of  the 
material  caimot  fail  to  stimulate  the  reader's 
enjoyment  and  admiration  for  the  art  of  the 
ItaUan  potter,  although  the  text  hardly  deserves 
the  same  praise.  The  book  is,  in  fact,  in  the 
nature  of  a  catalogue  of  chosen  pieces  of 
maiolica  in  various  Czechoslovakian  museums, 
with  a  description  of  each  plate  and  a  short 
introduction.  The  plate  descriptions  are  business- 
like and  include  the  measurements  of  the  pieces 
illustrated,  an  important  detail  which  is  so  often 
omitted  in  similar  works.  The  introduction 
makes  no  attempt  at  scholarly  precision  and, 
indeed,  in  so  limited  a  space  the  subject  is  too 
large  to  be  dealt  with  in  anything  other  than  in 
general  terms.  Unfortunately  it  is  heavily 
burdened  by  the  clumsiness  of  the  translation 
which  renders  it,  in  places,  virtually  meaningless. 
It  is  a  pity  that  a  book,  produced  with  so  much 
care,  should  not  have  been  accorded  better 
treatment  when  it  came  to  the  choice  of  a 
translator.  But  if  it  is  a  labour  to  read,  it  is,  at 
least,  a  pleasure  to  look  at  and  as  a  picture  book 
it  is  worthy  of  high  praise. — J.H.H. 

GREEK  SCULPTURE:  By  Rhys  Carpenter. 
Pp.  viii  +  276,  Pis.  47.  (The  University  of 
Chicago  Press,  for  whom  Cambridge  Uni- 
versity Press  act  as  agents.  56s.  net.) 

GREEK  SCULPTURE:  Text  by  Pierre 
Devambez,  photographs  by  Robert  Des- 
chames.  Figs.  168.  (George  Proffer  Ltd.  Dis- 
tributed by  Rodney  Book  Service,  London. 
50S.  net.) 

ALTHOUGH  these  two  books  bear  the  same 
title,  it  would  be  hard  to  imagine  a  greater 
difference  in  presentation  or  contents.  Mr.  Car- 
penter's book,  from  its  presentation,  would 
appear  to  be  the  work  of  a  conservative,  or  even 
a  reactionary.  The  photographs  are  all  black  and 
white,  and  are  straightforwardly  displayed  at  the 
end;  copies  of  Greek  works  (the  backbone  of 


older  histories  of  the  same  subject)  are  shown  in 
greater  numbers  than  is  usual  today,  and  old 
favourites,  Hke  Myron's  Diskobolos,  Polykleitos' 
Doryphoros  and  Praxiteles'  Knidia,  have  a  shghtly 
demode  appearance.  The  choice  of  the  rest  is  out 
of  the  ordinary,  the  Parthenon,  for  example,  be- 
ing represented  by  only  two  small  stretches  of 
frieze.  But  these  very  idiosyncracies  show  this  to 
be  the  work  of  an  individualist  and  an  iconoclast. 
Though  the  style  of  writing  is  mannered,  the 
text  sparkles  with  new  ideas,  and  the  author 
approaches  each  work  he  discusses  with  a  clear 
eye,  refusing  to  bow  to  the  communis  opinio,  if 
his  sense  of  style  and  knowledge  of  technique 
bid  him  question  an  accepted  attribution.  This  is 
no  history  of  Greek  sculpture,  much  less  of 
sculptors,  but  an  attempt  to  reveal  how  Greek 
sculpture  developed  technically  and  how  this 
technical  development  affected  the  growth  of 
style.  The  archaic  artist  worked  a  block  from  the 
outside  and  was  timid  at  cutting  deeply,  produc- 
ing four-square  figures,  their  decoration  rend- 
ered in  Unear  pattern.  The  classical  sculptor  felt 
his  way  further  into  the  block  and  by  the  end  of 
the  fifth  century  had  acquired  a  knowledge  of 
how  effective  drapery  is  in  aiding  the  sense  of 
form,  and  later  sculptors'  substitution  of  plastic 
for  glyptic  technique  opened  new  horizons  for 
the  further  advance  of  realism.  The  pieces  which 
show  each  of  these  stages  are  not  necessarily  the 
fmest  pieces  of  their  time,  and  hence  the  un- 
obvious  choice  of  examples.  Students  of  Greek 
sculpture  will  ponder  some  of  Mr.  Carpenter's 
polemics ;  and,  indeed,  this  is  not  a  work  for  the 
beginner,  but  it  will  be  welcomed  by  those  with 
a  knowledge  of  the  subject  as  a  challenging 
reappraisal. 

The  second  book  proffers  no  new  theories  and 
is  the  popular  book  for  beginners  that  Mr.  Car- 
penter's book  is  not.  It  sets  out  to  present  Greek 
sculpture  brightly  and  freshly.  Its  format  is 
square,  its  typography  unusual;  the  numerous 
photographs,  all  by  one  man  and  some  in 
colour,  are  set  side  by  side  with  the  text.  Why 
should  such  a  presentation  produce  uneasiness? 
Perhaps  lack  of  care  and  consideration  is  too 
strong  an  indictment,  for  those  concerned  with 
the  arrangement  have  tried  hard.  But  the  very 
fact  that  the  photographs  have  been  selected  and 
arranged  by  two  people  who  are  neither  author 
nor  photographer,  nor  yet  translator,  Hes  at  the 
root  of  the  dissatisfaction.  The  photographed 
pieces  soon  lag  behind  the  text,  which  would 
seem  to  remove  any  virtue  that  arrangement 
had;  the  colour  is  not  reproduced  well  enough; 
some  photographs  are  out  of  focus ;  some  in- 
elegantly set  out.  On  the  credit  side,  when  the 
photographer  succeeds  (and  he  does  so  often),  he 
is  capable  of  crisp,  clear  work  that  shows  the 
texture  of  the  marble.  The  accompanying 
essay  is  accurate  and  conventional,  but  in  many 
parts  it  is  not  allied  with  the  pictures,  because  the 
author  uses  the  evidence  from  hterary  sources 
and  from  copies  to  build  up  his  history  as  well  as 
extant  originals,  the  photographer  shows  only 
the  latter.  The  gap  is  a  wide  one,  and  the  major- 
ity of  pictures  shown  receive  no  mention  in  the 
text.  In  fact,  it  is  text  and  pictures  as  two  separate 
compartments,  and  it  would  have  been  better, 
had  the  text  been  printed  at  the  beginning  and 
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tlie  pbtes  (.ollcctcd  after  it.  The  translation  from 
the  French  is  even  and,  as  far  as  one  can  tell, 
accurate,  except  in  the  case  of  some  proper  - 
names  and  some  dates.  Tiioiii^h  the  total  cHect  is 
pleasing;,  true  integration  of  text  .md  pictures 
would  have  produced  a  more  easily  understood 
and  wortiuvhilc  volume. 

It  is  odd  that  the  sober  appearance  of  C  Carpen- 
ter's book  should  mask  such  a  fiercely  original 
and  close  reasoning  intellect,  whereas  the  glossy 
modcniity  of  the  other  hides  a  work  that  is  con- 
ventional, disjointed  and  a  little  stale. — B.A.S. 

I  DISEGNI  ITALIANl  DEL  SEICENTO: 

By  Nicola  Ivanoft.  (Venice:  SodaUzio  del 
Libro,  5,000  lire  net.) 

THIS  is  the  first  of  a  series  of  books,  edited  by 
Dr.  Luigi  Crassi,  which  will  eventually  cover  the 
entire  history  of  lt.ili.ui  draughtsmanship.  Such 
a  series  is  much  needed  ;uid  all  students  and 
collectors  of  old-master  drawings  will  extend  a 
warm  welcome  to  it.  Devoted  to  sevcntcerith- 
century  drawings  of  the  Venetian,  Lombard, 
Liguri.m  and  Neapolit.m  schools,  the  present 
volume  consists  of  a  brief  liistorical  introduction, 
twenty-two  pages  of  biographical  notes  on  the 
artists  whose  drawings  arc  illustrated,  and  a  full 
catalogue  of  the  108  collotype  plates.  Un- 
fortunately, many  of  the  plates  are  of  poor 
qu.ility.  In  fict,  some  of  the  drawings  arc  barely 
recognizable.  As  the  value  of  a  work  such  as  this 
depends  largely  on  its  illustrations,  it  is  to  be 
hoped  that  future  volumes  in  the  series  will  have 
reproductions  of  greater  fidcHty. 

For  Dr.  Ivanoft  's  introduction,  biographical 
notes  and  catalogue  there  can  be  nothing  but 
praise.  A  pioneer  among  students  of  the  baroque, 
he  is  without  doubt  the  most  erudite  authority 
on  the  Venetian  sekeuto  and  this  book  contains 
some  of  the  fruits  of  a  hfc-time's  research.  More 
than  a  third  of  the  drawings  illustrated  are  here 
published  for  the  first  time  and  a  large  propor- 
tion of  the  others  were  originally  discovered  by 
Dr.  Ivanoff.  He  begins,  naturally,  with  an 
account  of  the  Venetian  school,  illustrating 
works  by  Palma  Giovane,  a  striking  portrait 
head  by  Tiberio  TineUi,  two  works  by  Giovanni 
Liss,  a  couple  of  pastels  by  Sebastiano  Mazzoni 
(the  deUcacy  of  which  is  wholly  lost  in  the  repro- 
ductions) and  some  dehghtful  sketches  of  putti 
and  fauns  by  Giulio  Carpioni.  Among  the 
Lombards,  G.  M.  Crespi,  called  il  Ccrano, 
Giuho  Cesare  Procaccini,  who  is  represented  by 
some  very  agitated  sketches,  and  Francesco  del 
Cairo  take  pride  of  place.  The  outstanding 
Genoese  draughtsman  of  the  period  was,  of 
course,  Benedetto  CastigUone,  but  Dr.  Ivanoflf 
shows  that  the  drawings  of  Bernardo  Strozzi  (he 
reproduces,  amongst  others,  a  lovely  and  previ- 
ously unrecognized  study  of  a  head  in  the  Uffizi), 
Sinibaldo  Scorza  and  Domenico  Piola  are  also 
well  worthy  of  attention.  The  Neapolitan 
section  is  devoted  mainly  to  the  drawings  of 
Ribera — a  far  better  draughtsman  than  is  usually 
appreciated — Salvator  Rosa,  Mattia  Preti  and 
Luca  Giordano  whose  spirited  and  refmed 
sketches  remind  one  that  he  exerted  some  influ- 
ence on  the  first  generation  of  Venetian  settecento 
painters.  If  the  high  standard  of  Dr.  Ivanoff 's  text 


and  choice  of  drawings  is  followed  by  other 
contributors  to  this  scries  of  volumes,  the  pub- 
lishers will  make  a  very  important  contribution 
to  the  literature  of  Italian  art. — C.R.I. 


BOOK  PRODUCTION  NOTE.S 
by  Ruari  McLean 

Collectors  and  Collections,  published  by  Antiques 
Magazine  of  New  York  at  $9.50,  is  a  handsome- 
ly designed  book  marking  the  fortieth  anniver- 
sary of  our  distinguished  New  York  contempor- 
ary. It  was  designed  by  Milton  H.  Glover  and 
printed  by  Cxintiecticut  Printers  Inc.  of  Hartford, 
Connecticut.  The  entire  book  has  been  printed 
photolitho  offset,  except  for  twelve  colour  plates 
printed  from  four-colour  half-tones  on  art  paper 
(and  thirty-four  pages  of  letterpress  advertise- 
ments at  the  back).  Three  colour  plates  of  paint- 
ings reproduced  by  offset  offer  an  interesting 
comparison  with  colour  by  letterpress.  The  best 
thing  about  this  book,  from  the  production 
point  of  view,  is  the  skilfully  varied  layout  and 
the  clever  use  of  second  colours. 

An  outstanding  Catalogue 

Autograph  collectors  should  obtain  a  copy  of 
the  catalogue  of  the  Collcclion  JD,  sold  in  Paris 
on  6th  and  7th  December  1961.  The  catalogue, 
produced  to  the  lavish  and  exacting  standards  of 
Pierre  Beris,  14  Avenue  de  Friedland,  Paris  VIII, 
contains  four  colour  plates,  numerous  black-and- 
white  illustrations  in  line  and  half-tone,  and  no 
less  than  thirty  excellent  collotype  facsimiles  of 
letters  or  manuscripts  in  the  hand  of,  for  example, 
Lucretia  Borgia,  Benvenuto  Cellini,  Galileo, 
Louis  XIV,  Marie  Antoinette,  Madame  de 
Pompadour,  Nelson  and  Napoleon.  It  is  the  best 
produced  auction  catalogue  we  have  seen  in 
1 961. 

Topolski 

Probably  the  outstanding  picture-book  of  the 
1 96 1  Christmas  book  trade  in  Britain  is  Topolski' s 
Legal  London,  published  for  The  Lawyer  by 
Stevens  &  Sons  Ltd.  at  three  and  a  half  guineas. 
The  book,  measuring  9f  in.  X  14!  in.,  landscape, 
has  been  fmely  designed  and  printed  entirely  in 
offset-litho  on  cream  paper.  The  reproductions 
are  obviously  good,  probably  as  good  as  the 
drawings  deserve.  Topolski's  drawing,  when 
clear,  can  be  so  superb  that  one  grudges  more 
and  more  the  smudgy  non-clear  scribbles  which 
sometimes  develop  on  faces  and  which  it  is  ob- 
viously a  point  of  principle  for  him  not  to  re- 
draw. Ho\v  wonderfully  he  can  capture  certain 
haughty  Enghsh  faces  can  be  observed  especially 
well  on  the  plate  facing  pp.  32;  the  essence  of 
successful  lawyerdom  is  facing  p.  46 ;  and  Topol- 
ski's lyrical  treatment  of  Englishmen  in  bowler 
hats,  against  a  superbly  rendered  Court  in  the 
Temple,  facing  p.  62.  It  is  a  book  to  look  at 
while  listening  to  the  music  of  Trial  by  Jury — of 
which  there  is  a  painting,  by  Topolski,  reproduc- 
ed in  this  book,  as  a  substitute  for  a  drawing  of 
the  dock,  which  no  artist,  not  even  Topolski,  is 
allowed  to  draw  from  the  life. 


ROBERT 
ADAM 

and  his  Circle 

in  Edinburgh  &  Rome 

JOHN  FLEMING 

Based  on  newly  discovered 
letters  written  by  Robert  and  James 
Adam  from  Italy,  this  book  gives 
what  is  perhaps  the  most  vivid  and 
intimate  account  of  the  training  and 
background  of  any  British  Artist. 

Robert  Adam's  training  under 
his  father,  his  studies  in  Italy,  his 
setting  up  practice  in  London,  and 
the  establishment  of  the  revolution- 
ary Adam  style  are  all  fully  covered. 

It  is  a  book  of  outstanding  im- 
portance and  interest  to  all  lovers  of 
art  and  architecture.  In  addition  it 
also  provides  a  fascinating  account  of 
artistic  and  social  life  in  Rome, 
Florence,  Naples  and  Venice  as  seen 
through  the  eyes  of  a  sharp-witted 
Scot  who  was  both  a  great  artist  and 
a  lively  letter-writer. 

With  Illustrations  4.0s.  net 
another  great  success 

CHINOISERIE 

HUGH  HONOUR 

'Beautifully  produced,  gorgeously 
illustrated,  it  is  worthy  to  stand  on 
that  very  special  shelf  which  already 
contains  Sir  Kenneth  Clark's  great 
study  The  Nude.' — the  times. 

Coloured  and  other  illustrations  jp.  net 
JOHN  MURRAY 
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Monotype  prints 

Pwitmaking  with  Monotype,  by  Henry  Rasmusen 
(Chilton  Company,  Philadelphia,  and  published 
at  45s.  in  the  United  Kingdom  by  Sir  Isaac  Pit- 
man) is  an  important  book,  made  to  look  typo- 
graphically unattractive  by  the  use  of  Erbar  San- 
serif as  a  heading  with  Baskerville  for  text,  and 
with,  at  least  in  Britain,  an  unnecessarily  obscure 
title.  Mr.  Rasmuscn's  subject  is  the  monotype 
art-form.  He  first  admits  that  'a  monotype  can 
be  almost  anything',  but  then  proceeds  to  show 
that  the  essential  qualities  of  a  monotype  are  that 
it  results  in  a  single  impression,  or  print,  and  that 
there  is  no  residual  plate  which  could  be  used 
again.  He  has  chapters  on  the  history  of  the 
monotype,  materials  and  equipment  needed, 
and  seventy-odd  pages  on  monotype  techniques. 
The  book  is  so  profusely  illustrated  that  it  can  be 
enjoyed  simply  as  an  anthology  of  remarkable 
and  little-known  works  by  'old  masters'  (e.g. 
Blake,  Gauguin,  Degas,  Matisse,  Klec)  and  Uving 
artists;  but  to  the  latter,  and  to  collectors,  it  is 
also  a  most  useful  and  informative  manual. 

Sutherland 

Lund  Humphries,  under  the  imaginative  and 
generous  leadership  of  their  late  chairman,  Eric 
Gregory,  have  made  an  outstanding  contribution 
to  British  art  by  their  pubHshing  programme 
over  the  past  thirty  years,  and  one  which  is  being 
continued.  Their  latest  contribution.  The  Work 
of  Graham  Sutherland  (Lund  Humphries,  ^4.  4s.), 
with  text  by  Douglas  Cooper,  was  planned  by 
Eric  Gregory  (before  his  death)  and  takes  its  due 
place  in  his  firm's  series  of  lavishly  illustrated  and 
finely  designed  monographs  on  the  work  of 
living  British  artists.  The  pages  of  the  present 
volume  are  printed  entirely  by  letterpress.  It  con- 
tains nearly  four  hundred  reproductions  in  black- 
and-white  and  fifteen  plates  in  colour,  besides 
ninety-eight  pages  of  text.  It  is  an  art  paper  book, 
with  the  advantages  and  disadvantages  entailed 
by  that  material:  these  pages  have  a  dullness 
which  is  almost  impossible  to  avoid  when  paint- 
ings, up  to  four  or  even  six  on  a  page,  are  heavily 
reduced  in  black  and  white.  As  is  usual  with 
Lund  Humphries'  books,  the  typography  is  im- 
peccable: and  a  rich  design  by  Sutherland  is 
printed  in  colour  offset-litho  on  the  paper  boards 
of  the  cover. 


BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Art  on  the  Market.  Thirty-Five  Centuries  of 
Collecting  and  Collectors  from  Midas  to 
Paul  Getty:  By  Maurice  Rlicims.  (Translated 
from  the  French  by  David  Pryce-Jones.) 
London:  Weidenfeld  &  Nicolson.  36s.  net. 

Sotheby's  217th  Season.  October  i960  -  July 
1961.  London:  Sotheby  &  Co.  35s.  U.S.A. 
$6.50. 

John  Bratby,  A.R.A.:  With  20  colour  plates 
and  an  Introduction  by  Alan  Clutton-Brock. 
London:  Studio  Books.  21s.  net. 


Books  and  The 
Eel  grave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.18. 


Dutch  Silver:  By  M.  H.  Cans  &  Th.  M. 
Duyvene  de  Wit-KUnkhamer.  Translated  by 
Oliver  van  Oss.  London:  Faber  &  Faber. 
52s.  6d.  net. 

English  Pottery  and  Porcelain:  By  George 
Savage.  London:  Oldbourne  Press.  ^11  los. 

Artists'  Prints  in  Colour:  Introduction  by 
Hans  Platte.  London:  Barrie   &  Rockliff. 
6s.  net. 

Inventaire  des  Collections  Publique  Fran- 
^aises.  5.  Toulouse.  Musee  des  Augustins. 
Les  Sculptures  Romanes:  By  Paul  Mesple. 
Paris :  Editions  des  Musees  Nationaux,  Musee 
du  Louvre.  Distributed  by  Les  Quatre 
Chemins-Editart,  3  Place  Saint-Sulpice,  Paris 
Vie).  NF.  28.—. 


Wallraf  Richartz  Jahrbuch.  Westdeutsches 
Jahrbuch  fiir  Kunstgeschichte.  Band 
XVin.  Koln,  Germany:  Verlag  E.  A. 
Seemann.  DM.  45. — . 

Eating  and  Drinking.  An  Anthology  for 
Epicures.  With  an  Introduction  by  Andre 
L.  Simon.  Compiled  by  Peter  Hunt.  London: 
Michael  Joseph.  25s.  net. 

Joan  Miro:  With  an  Introduction  and  Notes  by 
Bernhard  Borchert.  London:  Faber  &  Faber 
(The  Faber  Gallery).  15s.  net. 


Ti  ranti 


As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 


72  Charlotte  Street 


London  W.  i 


Flower  and  Bird  Painting  of  the  Sung 
Dynasty:  With  an  Introduction  and  Notes  by 
Yoshiho  Yonezawa.  Translated  from  the 
Japanese  by  Shozaburo  Miyamoto.  London: 
Faber  &  Faber  (Faber  Gallery  of  Oriental 
Art).  15s.  net. 

The  Symbolic  Pig.  An  Anthology  of  Pigs  in 
literature  and  art:  By  Frederick  Cameron 
Sillar  and  Ruther  Mary  Meyler.  Original 
drawings  and  decorations  by  OUver  Holt. 
Edinburgh:  OUver  &  Boyd.  63s.  net. 

La  Civilisation  Fran^aise  de  la  Renaissance: 

By  Jean  Babelon.  Paris:  Casterman  (66,  rue 
Bonaparte).  NF.  12. — . 

Lyonel  Feininger:  By  Hans  Hess.  London: 
Thames  &  Hudson,  /jy  ys.  net. 

National  Portrait  Gallery.  One  Hundred 
and  Fourth  Annual  Report  of  the  Trustees. 
1960-61.  London:  H.M.  Stationery  Office. 
IS.  9d.  net. 

Pottery  Today:  By  Denys  Val  Baker.  Oxford 
University  Press.  i8s.  net  in  U.K.  only. 

Nineveh  and  Babylon:  By  Andre  Parrot. 
The  Arts  of  Mankind:  edited  by  Andre 
Malraux  and  Georges  Salles.  London: 
Thames  &  Hudson.  ^6  15s.  net. 

Imperial  Peking.  Seven  Centuries  of  China: 

Lin  Yutang.  With  an  essay  on  the  Art  of 
Peking  by  Peter  C.  Swaim.  London:  Elek 
Books  Ltd.  63s.  net. 

Renoir.  His  Life  and  Work:  By  Frangois 
Fosca.  (World  of  Art  Series.)  London: 
Thames  &:  Hudson.  30s.  net. 

Nineteenth  Century  British  Glass:  By  Hugh 
Wakefield.  London:  Faber  &  Faber  (Faber 
Monographs  on  Glass  Series).  50s.  net. 

Contemporary  Sculpture:  An  Evolution  in 
Volume  and  Space:  By  Carola  Giedion- 
Welcher.  A  Revised  and  Enlarged  Edition. 
London:  Faber  &  Faber.        5s.  net. 

Leeds  Art  Calendar.  No.  48.  Leeds:  c/o 
E.  M.  Arnold,  12  Butterly  Street.  3s.  (postage 
5d.)  (13s.  per  annum  post  paid.) 

Pleasures  and  Treasures.  French  Eighteenth- 
Century  Furniture:  By  Genevieve  Souchal. 
Translated  from  the  French  by  Simon  Watson 
Taylor.  French  Porcelain:  By  Hubert 
Landais.  Translated  from  the  French  by  Isabel 
and  Florence  McHugh.  Photographs  in  both 
books  by  E.  Boudot-Lamotte.  London: 
Weidenfeld  &  Nicolson.  27s.  6d.  net  each. 

Edvard  Munch.  The  University  Murals, 
Graphic  Art  and  Paintings:  By  Johan  H. 
Langaard  and  Reidar  Revold.  London :  George 
Allen  &  Unwin.  Oslo:  Forlaget  Norsk 
Kunstreproduksjon.  75s.  net. 
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SELLINti  A  l  SOnil.llY  S  ON  I  I  HRUAUY  26: 

I.  'I'hr  only  known  «plu*riciil  a«troliihc,  Uliiinic,  dalrd  14H0  Ki,  in  brass  willi  silver  inlay,  3| 
inchos  itiutiiclcr.  1.  A  ^ill-nu*tal  tahloC  dial,  liy  Christoph  Srliisslcr,  dalcd  1571,2!  inches 
si|kiiire.  (Jcrman  ^il(-llu*tal  iinivorsal  rin^  dial  with  opposed  heiiii-spherical  scales, 
scct>nil  liaU\»riho  son  enloeiilli  cenliiry.  4.  (ierman  astr»)lahe,  hy  J«>lianii  Krahbe  of'Miindcn, 
dated  i.sK2,  7^  inches  diameter.  Willi  the  exception  ol  No.  t,  all  are  from  the  Sir  lidintnul 
l-'indUy  Collection  (Part  2). 


Forthcoming 
Sales 
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International 
Saleroom 


l/Claude  Monet.  L«  .Vymp/i«<«,  99  <  72  cm.  N.F.  25,000  (Galliera  Ader,  Paris).  2.  Hispmo- 
Moresque  armoria]  dish  bearing  the  arms  of  de  Gentile  of  Florence,  17^  inches,  second  half  of 
fifteenth  century.  £3,300  (Sotheby's).  3.  English,  gold,  enamel  and  hardstone  pendant  jewel, 
4j  inches  high,  mid  sixteenth  century,  the  centre  sphere  with  a  scene  of  the  Adoration  of  the 
Shepherds  in  gold  and  enamelled  colours,  the  wings  with  the  Axmtinciation.  ^8,190  (Chris- 
tie's). 4.  Alfred  Sisley.  .V/jret-jar-Loiri;,  38  46  cm.  N.F.  272,000  (Galliera  Ader).  5.  Alfred 
Sisley.  Le  Canal  du  Loire  a  St.  Maurnies,  38      55  cm.  N.F.  255,000  (Galliera  Ader). 

13.77  ^.¥.=jCi 


International 
Saleroom 


6.  Small,  5f  inch  square,  waiter  on  four  scroll 
feet,  by  Paul  dc  Lameric,  1734.  /^i,250  (Chris- 
tie's). 7.  Rare,  early  George  I  chamber  pot, 
6J  inches  diameter,  by  Isaac  Liger,  1714.  /^2,6oo 
(Sotheby's).  8.  Hubert  Robert.  Seascape  with 
Fishermen  drawinji  iheir  Nets,  39  /  55  inches. 
_£6,300  (Christie's).  9.  Louis  XV  tulipwood 
commode,  signed  J.  Schmitz  JME,  with  marhre 
Sle.  Anne  top,  59  inches  wide.  /^5,20o 
(Sotheby's).  10.  Eighteenth-century  diamond 
tiara /necklace  of  Imperial  Russian  design. 
£5,300  (Sotheby's). 
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The  Connoisseur  in  America 


Helen  Comstock 


I.  De  Heer  Bodolphe.  By  Frans  Hals.  Dated  1643.  2.  Mevrouw  Bodolphe.  By  Frans  Hals.  Dated  1643. 

Stephen  C.  Clark  Collection,  Yale  University  Art  Gallery. 


The  Clark  Bequest 

THE  great  collection  of  European  and 
American  paintings  formed  by  the  late 
Stephen  C.  Clark,  who  died  in  i960,  was  left  to 
the  Yale  University  Art  Gallery  and  the  Metro- 
politan Museum  of  Art.  In  both  museums  the 
paintings  were  placed  on  view  last  October. 

Mr.  Clark  had  long  enjoyed  the  reputation 
of  being  one  of  the  most  discriminating  collec- 
tors. He  was  intensely  interested  in  the  individual 
work,  little  concerned  with  complete  represent- 
ation of  schools.  If  any  period  predominated  in 
the  Clark  Collection  it  was  that  of  the  Impres- 
sionists and  Post-Impressionists.  He  was  also  the 
owner  of  the  greatest  works  by  Frans  Hals:  the 
Bodolphe  portraits,  formerly  in  the  J.  P.  Morgan 
Collection.  These  were  among  the  thirty-three 
paintings  left  to  Yale,  a  collection  which  the 
Director,  Andrew  C.  Ritchie,  regards  as  'one  of 
the  most  important  single  bequests  to  the  Yale 
Gallery  since  its  founding  in  1832'.  De  Heer 
Bodolphe  and  Met>roiiu>  Bodolphe  were  painted  in 


1643,  when  he  was  seventy-three  years  of  age 
and  she  was  seventy-two.  Severe,  proud,  and 
obviously  prosperous,  they  stand  for  the  sub- 
stantial things  of  life,  the  worthy  representatives 
of  Holland's  great  commercial  age. 

Modern  works  in  the  Yale  group  include  the 
well-known  M^/^^  Cafe  by  Van  Gogh,  which 
was  painted  at  Aries  in  1888  and  was  formerly  in 
the  Museum  of  Modern  Western  Art  of 
Moscow.  Van  Gogh  describes  it  in  one  of  the 
letters  to  Theo :  'The  room  is  blood  red  and  dark 
yellow  with  a  green  billiard  table  in  the  middle ; 
there  are  four  lemon  yellow  lamps  with  a  glow 
of  orange  and  green.  Everywhere  here  is  a 
clash  and  contrast  of  the  most  ahen  reds  and 
greens  .  .  .',  for  it  was  his  intention  'to  express 
the  terrible  passions  of  humanity'  in  discord  of 
colour. 

Corot's  Port  of  La  Rochelle,  painted  about 
1 85 1,  was  shown  at  the  Salon  in  1852  and  is 
generally  considered  one  of  his  most  important 
works.  Manet's  Young  Woman  Reclining  in 
Spanish  Costume  shows  the  influence  of  Goya. 


The  model  is  Victorine  Meurend  who  is  shown 
in  the  Metropolitan  Museum's  painting  from 
the  Havemeyer  Collection,  Victorine  en  costume 
d'Espada.  There  is  a  particularly  fine  group  by 
the  American  painter  Thomas  Eakins  (1844- 
1916),  including  a  study  of  the  head  of  Dr. 
Agnew  for  one  of  his  masterpieces,  the  Agnew 
Clinic,  which  was  painted  for  the  University  of 
Pennsylvania. 

The  Metropolitan  Museum  fared  well  in 
regard  to  works  by  the  Impressionists  in  the 
Clark  bequest  and  is  now  displaying  Cezanne's 
Madame  Cezanne  in  the  Conservatory,  and  The 
Card  Players;  Renoir's  Madame  Tilla  Durieux  and 
Margot  Berard;  Seurat's  La  Parade;  and  Portrait  of 
the  Artist  and  La  Chanteiise  \  'erte  by  Degas. 

Acquisitions  in  Toledo 

TWO  recent  additions  to  the  collections  of  the 
Toledo  Museum  of  Art  have  been  announced. 
The  first  is  a  Flemish  genre  painting  which 
provides  a  fascinating  record  of  life  in  a  seven- 
teenth-century   Brabantine    village    by  Jan 
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|.>n,  sotnctmiON  Vol  vet"  Hriui;lul,  was 

ili>siM  to  hiMiig  a  travlitioiial  miirc  .iiid  portrait 
pamtcr  than  liis  father  and  is  seen  hi  re  depieting 
a  seene  v>t  everyday  lite  with  mniplete  n.itural- 
isin  ami  without  that  excursion  into  tlie  grot- 
esque wliuh  IS  often  seen  in  nortlierii  vvi)rk, 
ineluding  that  of  his  more  famous  fatlier. 

The  masterful  drawing  of  the  figures,  such  as 
the  tisherman  standing  in  liis  hoat  near  the  shore, 
the  group  bending  over  tiie  eateh,  under  the 
observation  of  an  interested  spectator,  as  well  as 
the  distant  figures  whieh  seem  to  dissolve  in  i 
flood  of  light  in  the  middle  gr»>und.  have  the 
clarity  seen  in  Flemish  engraving. 

The  painting,  which  is  signed  and  dated 
linit'tiht  l  1604,  has  a  distinguished  history,  having 
been  in  the  collection  of  Frederick  Augustus  II, 
Elector  of  Saxony  and  King  ot  Poland,  who 
.icquircd  it  in  1710  from  an  Antwerp  collection. 
As  the  property  of  the  ruling  tamily  of  Saxony 
the  picture  hung  in  the  Dresden  dallery  until 
1925. 

The  second  acquisition  at  l  oledo  is  an  Italian 
b.iroque  sculpture  by  Ercole  Ferrata  (i6io-i68fi), 
a  work  in  the  style  of  Bernini  by  an  artist  who 
was  associated  with  the  great  Italian  baroque 
master.  As  a  small  scale  study,  this  IhKzctIo  was 
executed  preliminary  to  work  on  the  tomb  of 


3.  Faith,  a  terracotta  study  by  Ercole  Ferrata, 
about  1674.  The  Toledo  Museum  of  Art. 

4.  Landscape  with  a  Fishing  Village,  by  Jan 
('Velvet')  Brueghel,  dated  1604.  The  Toledo 
Museum  of  Art, 


Cardinal  Lclio  Falconicri  in  the  Falconicri 
Chapel  of  San  Giovanni  dei  Fiorentini  in  Rome. 
h  shows  the  figure  which  is  over  the  tomb  and 
represents  F(i/Y/(,  clothed  in  tempestuous  draperies, 
and  resting  her  hand  on  a  medallion  with  the 
profile  of  the  Cardinal,  which  is  supported  by  a 
putto.  The  bozzctto  stands  a  little  over  fourteen 
inches  in  height.  Among  other  sculptors  M'ho 
worked  on  the  Chapel  were  Pietro  da  Cortoiia 
and  Borromini. 

Palmyrene  Tomb  Sculpture 

AN  unusually  well-preserved  example  of  ancient 
tomb  sculpture  from  the  Near  East  is  represented 
by  a  portrait  of  a  young  priest  of  Palmyra  which 
has  lately  been  added  to  the  collections  of  the 
City  Art  Museum  of  St.  Louis.  The  head  and 
bust  are  in  almost  the  full  round  but  are  not 
separated  from  the  rectangular  block  of  calcite 
marble.  An  inscription  around  the  head  in 
Palmyrene,  a  western  Aramaic  dialect,  includes 
the  date  141  A.D.  Traces  of  the  original  red 
pigment  are  in  the  incised  characters.  The  work 


is  of  importance  for  its  relation  to  Greek  and 
Mesopotamian  art.  The  ancient  city,  traditionally 
said  to  have  been  founded  by  Solomon,  was  on 
the  great  caravan  route  lying  between  the 
Mediterranean  and  the  Persian  Gulf  Archaeo- 
logical work,  which  began  in  the  eighteenth 
century,  revealed  its  great  Temple  of  the  Sun. 
This  was  built  under  the  Roman  Emperor 
Aurelian  who  conquered  the  city  and  the  armies 
of  its  queen,  Zenobia,  in  274  A.D.  Examples  of 
Palmyrene  sculpture  are  rare  in  American  col- 
lections and  the  Museum  considers  itself  fortun- 
ate in  the  acquisition  of  this  superior  example. 

New  England  Furniture 

SOME  notable  examples  of  early  New  England 
furniture  entered  the  Wadsworth  Atheneum 
of  Hartford,  Connecticut,  last  year  as  the 
bequest  of  WiUiam  B.  Goodwin,  whose  name  is 
well-known  to  students  of  American  furniture. 
Mr.  Goodwin  began  his  collection  before  1920 
and  brought  together  fine  examples  of  Massa- 
chusetts and  Connecticut  work  of  the  seven- 


teenth and  eighteenth  centuries.  A  number  of 
these  were  illustrated  in  the  Furniture  Treasury 
(1928)  by  Wallace  Nutting,  whose  own  exten- 
sive collection  of  New  England  furniture,  one  of 
the  finest  in  existence,  has  been  in  the  possession 
of  the  Atheneum  for  many  years. 

Particularly  fine  are  the  Goodwin  chests, 
which,  represented  the  most  important  pieces  in 
the  seventeenth  century  interior,  serving  not  only 
for  storage,  but  as  tables  and  benches  on  occa- 
sion. Most  of  them  are  of  joined  construction 
although  the  'sixboard'  chest,  which  was  nailed 
together,  is  also  present.  The  joined  chest,  with 
its  geometric  panelling,  apphed  split  spindles 
and  bosses,  which  were  ebonized  in  effective 
contrast  to  oak  panelling,  received  the  careful 
attention  of  the  joiner.  Various  types  of  chest 
are  represented  in  the  Goodwin  Collection,  the 
simple,  box-hke  form  with  stiles  extending  as 
feet  to  the  floor,  the  chest  with  one  drawer 
below  the  main  section,  the  two-drawer  chest, 
leading  to  the  double  chest  of  drawers,  of  which 
there  is  an  interesting  example  of  about  1680, 
with  mitred  mouldings  on  the  drawer  fronts, 
which  was  probably  made  in  the  vicinity  of 
Boston. 

The  slat-back  armchair  illustrated  would  have 
been  called  a  'great  chayer'  at  the  time  it  was 
made.  It  was  reserved  for  the  head  of  the  house, 
or  offered  to  an  honoured  guest.  Like  the  Carver 
and  Brewster  chairs  with  which  it  was  contem- 
porary, it  was  made  by  a  turner,  and  all  parts, 
except  the  transverse  bars,  arc  turned.  The  posts 
are  of  massive  early  type,  over  two  inches  in 
thickness,  and  the  back  posts  have  their  original 
finials,  which  represent  the  earliest  design.  Un- 
doubtedly the  front  posts  were  once  capped  with 
balls.  Like  many  chairs  of  this  type,  it  is  of  ash. 
Maple  and  oak  were  also  favourite  woods.  The 
stretchers  are  grooved,  antedating  the  ball  turn- 
ing which  came  into  fashion  about  the  last 
decade  of  the  seventeenth  century.  The  woven 
leather  thong  seat  is  not  original.  Whatever  the 
first  treatment,  the  chair  would  have  been 
furnished  with  a  cushion,  possibly  covered  in 
fine  needlework. 

The  slat-back  chair  became  a  popular  Ameri- 
can type,  the  conformal  nature  of  the  bars, 
adjusted  to  the  back  of  the  sitter,  made  it  more 
comfortable  than  the  chair  with  turned  members 
in  this  position.  Early  examples  had  three  bars, 
but  as  chairs  were  given  greater  height,  under 
the  influence  of  the  EngHsh  tall-back  chair  of  the 
late  seventeenth  century,  the  number  of  bars 
was  increased  to  five  or  more.  Great  variety  of 
design  distinguishes  the  bars,  or  slats,  which  may 
be  incurved  at  the  corners,  as  here,  or  indented, 
winged,  scrolled  or  otherwise  shaped  to  intro- 
duce interest  in  design. 

Recognition  for  Wallace  Nutting 

APPROPRIATELY  the  centennial  of  the  birth 
of  Wallace  Nutting  (1861-1941)  received  editor- 
ial recognition  in  art  publications  during  the 
past  year  and  at  the  Wadsworth  Atheneum  in 
Hartford.  There,  where  his  valuable  collection 
of  early  New  England  furniture  has  long  been  on 
view,  was  a  special  observance  of  his  birthday, 
November  17. 
Wallace  Nutting,  as  collector,  author  and 
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was  obliged,  to  liis  great  regret,  to  stll  liis 
eolleetioii  of  New  linglaiicl  fiiriiiliire.  Subsc- 
c|iieiitlyj.  I'.  Morgan  pure  based  il  and  presented 
it  to  tbc  Wadswortb  Atlieneiini  in  1922. 

rbe  books,  for  wliicb  liis  name  is  best  known, 
began  to  appear  about  this  time:  'I'lir  fHink-  Hook, 
IVIiidsor  (^liiiir^.  and  I  iiniiliirc  oj  tlic  I'ilyriiii 
( '.riiliiry.  WIhd  tliey  were  out  of  print  be 
broiigbl  the  material  in  tbem  togellier  once 
more  and  .idded  mucb  tbat  was  new  in  bis  two- 
volume  I'liniiturc  Ircasiiry,  with  a  third  in  1936. 
This  has  proved  so  valuable,  with  its  five 
thousand  illustrations,  that  it  has  been  frequently 
reprinted.  DiHfkulties  in  revising  it-  foreseen  by 
Nutting — have  proved  insurmountable  but 
although  unrevised  it  continues  to  have  great 
value  to  the  student;  this  in  spite  of  the  fact  that 
descriptions,  based  on  studies  of  the  1920's,  are 
often  distressingly  erroneous  today. 

The  Nutting  Collection  in  Hartford  continues 
to  draw  a  steady  stream  of  students  to  the  Wads- 
worth  Atbeneinji.  A  few  years  ago  it  was  re- 
installed and  the  new  arrangement  brought 
renewed  appreciation  of  its  quality.  It  contains 


restorer  of  old  houses,  exerted  wide  influence  in 
the  period  before  1920  when  the  study  of  Ameri- 
can .uniques  was  not  far  advanced.  When  he 
began  to  restore  old  New  England  houses  in 
19 1 2  there  was  little  interest  in  their  state,  or 
their  significance  in  relation  to  our  knowledge 
of  early  craftsmanship.  Eventually  he  restored 
five,  including  such  historic  examples  as  the 
Wentwortb-Gardiner  House  at  Portsmouth, 
New  Hampshire,  the  Saugus  Iron  Works  at 
Saugus,  Massachusetts,  and  the  Webb  house  at 
Wethersfield,  Connecticut.  The  last  two,  now 
further  restored  and  furnished,  are  open  to  the 
public.  His  furniture  collection  took  form 
through  the  need  to  furnish  the  houses.  He  also 
collected  metal  hardware  for  his  houses  and  thus 
became  interested  in  the  craft  of  the  metal 
worker  as  well.  He  turned  to  the  manufacture  of 
reproductions  of  antique  furniture  and  ironwork 
because,  as  he  wrote  in  his  autobiography,  'no 
new  style  has  been  evolved  that  can  bear  com- 
parison, side  by  side,  for  a  moment,  with  the 
old  styles". 

At  about  the  age  of  sixty  he  decided  to  retire 
from  these  activities  and  sold  his  business  in 
reproductions,  then  bought  it  back  a  few  years 
later  when  he  found  it  was  not  being  run  to  his 
liking.  In  order  to  finance  this  re-purchase  he 


6  (above).  New  England  slat-back  arm- 
chair, ash,  about  1660.  The  Goodwin 
Collection,  IVadsworfh  Atlieneum. 

7  (right).  New  England  banister-back 
side  chair  with  Spanish  foot,  about  1700. 
New  Hampshire  Historical  Society. 


an  outstanding  group  of  early  press  cupboards 
and  court  cupboards,  chests,  Brewster  and 
Carver  chairs,  desk,  or  Bible,  boxes.joint  (joined) 
stools,  settles,  gateleg  tables  and  other  objects 
that  made  up  the  interior  furnishings  of  the 
seventeenth-  and  early  eighteenth-century  home. 
It  represents  the  work  of  turners,  joiners,  carvers, 
many  of  them  born  and  trained  in  England, 
whose  work  as  craftsmen  has  obviously  been 
modified  by  the  hindrances  imposed  by  pioneer 
conditions  of  living.  Turnings  are  simpler, 
carving  is  flat  or  incised,  and  there  is  a  restricted 
selection  of  ornament,  yet  the  relationship  is 
close  to  English  work.  Interesting  are  types 
which  develop  American  traits,  such  as  the  slat- 
back  chair,  banister-back  chair,  butterfly  table, 
Brewster  and  Carver  chairs  which,  although  all 
have  European  prototypes,  assume  slightly 
different  forms. 

The  Prentis  Collection  at 
Concord,  New  Hampshire 

THE  most  interesting  half-century  in  American 
furniture  design,  to  some  collectors,  combines 
the  last  quarter  of  the  seventeenth-century  and 
the  first  of  the  eighteenth,  a  period  in  which  the 
formal  elegance  of  the  William  and  Mary  style 


provides  the  introduction  to  the  grace  of  line  of 
Queen  Anne.  One  of  the  most  enthusiastic 
devotees  of  this  period,  Katharine  Prentis 
Murphy,  has  enriched  three  public  collections 
with  rooms  having  furnishings  of  this  colourful 
epoch.  The  New-York  Historical  Society  and 
the  Shelburne  Museum  in  Shelburne,  Vermont, 
were  already  recipients  of  her  generosity  when 
she  made  the  presentation,  with  her  brother, 
Edmund  Astley  Prentis,  of  four  rooms  to  the 
New  Hampshire  Historical  Society  in  Concord, 
New  Hampshire.  The  installation  was  completed 
in  1958  making  it  one  of  the  latest  additions  to 
New  England's  already  long  roster  of  historical 
collections. 

Many  of  the  pieces  of  furniture  in  these 
panelled  rooms  from  old  New  England  houses 
were  made,  or  found,  in  New  Hampshire.  But 
the  majority  probably  represent  the  work  of 
Massachusetts,  of  which  New  Hampshire  was  a 
part  until  1679. 

Of  special  interest  are  a  number  of  Spanish- 
foot  chairs,  a  design  prized  by  collectors  of 
American  furniture,  scarce  in  number  and  yet 
seemingly  made  over  a  much  longer  period  than 
this  scrolled  form  was  used  in  England.  The 
chair  illustrated  represents  a  simply  fashioned 


8.  New  England  gateleg  table,  maple,  about 
1700.  Nutting  Collection,  Wadswortli  Atheneum. 


and  somewhat  worn  example  of  the  Spanish 
foot  on  a  banister-back  chair  which,  from  the 
number  surviving,  would  seem  to  have  been  the 
most  popular  chair  of  its  period,  about  1700. 
The  chair  with  a  back  composed  entirely  of  split 
balusters  (the  flat  side  turned  to  the  sitter's  back 
on  the  more  comfortable  representatives  of  the 
type)  is  the  characteristic  American  form,  while 
in  England  the  balusters  were  generally  com- 
bined with  caning.  The  term,  banister-back 
chair,  was,  however,  in  use  in  England  and  a 
record  of  banister-back  chairs  supplied  to 
Whitehall  in  1697  was  mentioned  by  R.  W. 
Symonds  in  English  Cane  Chairs:  Part  II  (The 
Connoisseur,  June,  1951).  The  American  chair 
generally  has  a  pierced  crest  formed  of  scolls  and 
leafage,  merely  approximating  the  effect  of  the 
'Boys  and  Crown"  crest,  which  never  appears  in 
American  work. 

Some  of  the  Spanish-foot  chairs  have  been 
traced  to  John  Gaines  of  Portsmouth,  New 
Hampshire,  working  1 724-1 743.  Others  are 
associated  tentatively  with  older  members  of  his 
family  working  in  Ipswich,  Massachusetts. 

An  exceptionally  early  Spanish-foot  easy 
chair,  with  arched  back  of  William  and  Mary 
type,  is  one  of  the  outstanding  pieces  in  the 
parlour,  which  has  an  arched-panel  fireplace 
wall,  removed  from  a  house  built  about  1730. 
Here  it  accompanies  a  Connecticut  simflower 
chest  with  carved  panels  of  characteristic  siui- 
flower  and  aster  design,  a  large  gateleg  table,  tall, 
leather-upholstered  armchairs  and  a  splay-leg 
table  from  New  Castle,  New  Hampshire.  A  cane 
couch  with  Flemish-scroll  stretchers,  and  a  rare 
long  stool,  or  form,  with  ball-turned  stretchers 
are  rarities  and  probably  originally  belonged  to 
families  of  wealth.  In  fact  the  collection  as  a 
whole  is  composed  of  pieces  which  were  from 
homes  of  more  than  usual  luxury  and,  in  a  setting 
made  colourful  with  flamestitch  needlework, 
Enghsh  delftware,  EngUsh  and  American  pewter, 
handwoven  draperies  and  Oriental  carpets,  the 
effect  is  still  as  luxurious  as  it  is  warm  and  in- 
gratiating. 


Prinlcil  ill  Great  Britain  by  I'illotsoiis  (Bolton)  Limited,  Bolton  and  London.  Agents  in  Canada,  Tlie  Wni.  Dawson  Subscription  Service,  Ltd.  Sole  agents  for  Australia  and  Neir 
Zealand,  Gordon  €'  Gotcli  (Australasia)  Ltd. ;  agents  for  South  A  frica.  Central  News  Agency  Ltd.  (London  agents,  Gordon  &-  Gotch  Ltd.) ,  Higginbotliam  &  Co.  in  Bombay  and  Calcutta. 
(Conditions  of  Sale  and  Supply. — I'liis  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  git'en,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  e.xcept  at  the  full  retail  price  of  10  shillings;  and  that  it  shall  not  be  lent,  resold,  hired  out  or  otheru'ise  disposed  oj  in  a  mutilated 
condition  or  in  any  unauthorised  cover  by  ivay  oJ  Trade:  or  alfi.\ed  to  or  as  pan  of  any  publication  or  advertising,  literary  or  pictorial  matter  ivhatsoever. 


I 


An  extremely  rare  and  important  18tli  Century  dressing  table  with  a  unique 
detachable  oval  mirror  and  retaining  all  its  original  finely  carved  and  pierced 
brackets  and  pierced  stretchers.  This  table,  in  mellow  satinwood,  is  an 
interesting  example  of  the  early  use  of  this  wood  in  England.  Circa  1770. 
Length  overall  (open)  52  inches. 


A  Very  Important  EXHIBITION 

The  INTERNATIONAL  ART  TREASURES 
EXHIBITION  will  be  held  at  the 
Victoria  &  Albert  Museum 

2nd  March  -  29th  April 


8-10     HANS     ROAD,     LONDON,     S.  W.  3 


TELEPHONE     KEN  5266 


Jean  Baptiste  Camille  Corot  (1796-1875).  Baic  Napolitaiiie 

On  canvas,  size  22  X  i5j  inches,  painted  1872-18-3,  recorded  and  reproduced  in  'L'Oeiivre  de  Corot'  by  Alfred  Robant,  Vohmic  III,  page  352. 
In  the  possession  of  Sewhonse  Galleries,  Inc.,  15  East  37  Street,  \'eu'  York,  N.Y. 


CHRISTIE'S 

will  offer  at  auction  on  Wednesday,  March  28th 

HIGHLY  IMPORTANT  EARLY  ENGLISH  SPOONS  AND 

RARE  ENGLISH  SILVER 

the  property  of 

SIR  ANDREW  NOBLE,  Bt.,  JOHN  NOBLE,  Esq.,  and  MICHAEL  NOBLE,  Esq. 
THE  WORSHIPFUL  COMPANY  OF  PAINTER-STAINERS,  and  others 


Six  Elizabeth  I  spoons 
with  contemporary 
warrior  finials. 
71  inches  long  -  1560. 
Maker's  mark: 
a  bird's  claw. 


A  Common- 
wealth 
tankard, 
6i  inches 
high  -  1649. 
Maker's 
mark:  TG  in 
dotted  circle. 


A  Charles  II 
gold  spoon, 
5]  inches 
long  -  1681. 
The  Arms 
are  those  of 
Rumsay 
impaling 
Ashburnham. 


An  Elizabeth  I 
beaker, 
3|  inches 
high  -  1579. 
Maker's  mark: 
M,  a  line 
across. 


Illustrated  Catalogues  {30  plates)  15s.  6d.  post  free.  Plain  Catalogues  6d.  post  free. 

Our  Representative  in  America: 

Robert  M.  Leylan 

Christie,  Mansoii  &  Woods  (USA)  Ltd.  36  East  57th  Street,  New  York  22,  N.  Y. 
Tel:  Plaza  2- J 266  Cables:  Chriswoods,  New  York 


CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street,  St.  James's,  London,  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams:  christiart,  piccy,  London 


Marlborough 


M;n  llxji  (>iil;Ii  I'iiic  y\rl  IJinilrfl 
V)  (  )l(l  liorid  SliccI,  \.<>\\(\(,\i  \\ 
'h'Icfilionc:  Hyde  I^irk  6195  (> 
('.(ihlf\:  lioruhiilo  I^orifloti 


Important  19th  and  20th.  Century  Works  of  Art 
Contemporary  Paintings  and  Sculpture 


Courbet    Landscape  with  Brook  and  Rocks    1873    19|  x  24  inches 


Agents  for : 


Armitagc 
Bacon 
Chadwick 
Oskar  Kokosc  hka 
Luccbert 

Meicr-Denninghoir 
Henry  Moore 


Pasmorc 
Rebeyrollc 
Ceri  Richards 
Graham  Sutherland 
Ten  Holt 
Tilson 

Theodore  Werner  and  Wotv 


The  Estate  of  Willi  Baumeister 
The  Estate  of  Jackson  Pollock 
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SOTHEBY'S 

I  oumlcd  1 744 


announce  the  Sale  on  Tuesday,  27th  .Vlarch,  of 

IMPORTANT  CHINESE  CERAMICS 
AND  WORKS  OF  ART 

III.-  |m.p.  rl>  ..l  llu-  lal<-  Mrs.  KMILY  liESSLEIN,  of  New  York  City 
Mrs.  II.  B.  M.  \»  RIGHT.  WALTER  ISON,  Es(|.,  and  olher  owners 


A  pair  of  large  Ch"ien  Lung  figures  of  cranes,  28  inches 
Illustrated  Catalogue  {13  plates)  5  6d.  Plain  Catalogue  6d.  post  free 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Telex,  London  W.l 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  Telex,  New  York 


SOTHEBY'S 


Founded  1744 


Pierre-Augusle  Renoir     Ti  ois  Jeunes  Filles  en  promenade,  c.  1883 
Signed,  2S\  x  21  inches 


Illustrated  Catalogue: 
(30  plates,  17  in  colour)  10s. 


announce  the  Sale  of 


THE 

SOMERSET  MAUGHAM 

COLLECTION  OF 
IMPRESSIONIST  AND 
MODERN  PAINTINGS 


on  Tuesday,  10th  April 
at  9.30  p.m. 


Henri  de  Toulouse-Lautrec        Le  Folisseur,  c.  1887        Signed  with  monogram,  25i  x  32 


SOTHEBY  &  CO. 


Telephone:  Hyde  Park  6545 


SOTHEBY'S 


loiirulcd  1744 


(iummticc  tUv  Sale  on  VtiMliH'sdav,  lllli  A|n*il,  at  II  a.m.  and  .3  p.m.  of 

IMPHKSSIONTSr  AND  MODRRN 
I^AIN  I  INGS,  l)l{AWIN(;S  SCULPTUKE 

llir  |no|Miiy  of  fVlADAMK  CKCILK  SIMO^-ROLANI) 
lormrrlv  in  llir  ( iollcclion  of  l)K.  VICTOR  SIMON,  Paris 
Mr.  JOHN  S.  !\EWIU:KKV,  of  New  York  City 
Mr.  BASIL  P.  GOIJLANDKIS.  of  Nrw  York,  and  other  owners 


Eugene  Bohdin       Crinolines  sni  la  Platfc  c/c  D.'ainil/c-Troiivillc 
Pencil  and  watercoloiir.  signed  with  iiviinls.  7  y  12',  indies 


Guslave  Courbi  t        Lc  Dejeuner  clii  aisseui  cle  picnc        Signed  r.  1850,  19     21;  inches 
Illustrated  Catalogue  (40  plates,  5  in  colour)  lOs.  All  Plain  Catalogues  6d.  post  free 

34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telegrams:  Abinitio,  Tc'cx.  London,  W.l 


Tessiers 

LTD. 


ANTIQUE  SILVER,  JEWELS  AND  OB  JETS  D'ART 


GEORGE  II 
E.  ALDRIDGE  and  J.  STAMPER 
LONDON,  1754 
27  oz.  4  dwt. 


26  New  Bond  Street         London,  W.  1 

Telegrams:  Tessierite,  Wesdo,  London  Telephone:  May  fair  0458 
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Hv  Appoihtwiht 
Antiquakidi  Of  CiiiNKsr  Ahi 
TU  Tlir  I  All  QutKN  Maky 


By  Appointmrnt 

ANTHJUAHIP-S  op  CilllNKIP.  V\  ORKS  OP  AhT 

TO  H.M.  THP,  Kino  op  Swp.ukn 


tfOllI^  .SPARKS 

LIMITED 

Cbtnefife  Movki  of  ^rt 


A  Chinese  spinach  green  jade  hat  stand  (one  of  a  pair). 
The  tripod  is  formed  of  three  interlocking  sections, 

CH'IEN  LUNG  PERIOD:  A.D.  1736-1795. 

Height:  eight  inches. 


128  MOUNT  STREET,   LONDON,  W.l 

GROsvenor  2265 


JOHN  MITCHELL  &  SON 

FINE  PAINTINGS 

LANDSCAPES  by  BENJAMIN  and  THOMAS  BARKER  of  BATH 


THOMAS  BARKER  of  Bath  (1769-1847) 


Canvas  34  x  44  in. 


BENJAMIN  BARKER  (1776-1838) 

signed  and  dated 


Canvas  14  ■  18  in. 


BENJAMIN  BARKER  (1776-1838) 

signed  and  dated 


Canvas  14  x  18  in. 


8  NEW  BOND  STREET.  LONDON  Wl 


Telephone:  HYDe  park  7567 


Cables:  Jonmit,  London 


HARVEY  &  GORE 

LTD. 


C.  1750 


4  BURLINGTON  GARDENS,  LONDON,  W.l 

Hyde  Park  2714 


An  important  Antique  Silver  Kettle  and  Stand, 
in  fine  condition  and  very  fully  marked. 

LONDON  1715  by  Gabriel  Sleath. 

Weight  76  ounces.  Capacity  4  pints. 

Contemporary  Armoriais. 

Antique  Je\ucls,  Old  English  Silver,  Eiwinels,  etc. 


BAXKP.RS:  in  account  wiili  Mc.'!.<rs.  Conits  &  Co.,  Strand  since  lSl2 


WILLIAM  WALTER  (Antiques)  LTD. 


ANTIQUE  SILVER 


Antique  silver  Tea  and  Coffee  set,  date  1814-17 
made  by  Crespin  Fuller  of  London. 

Antique  silver  Tray,  date  1793 
made  by  Edward  Gray  of  London. 


Large  and  interesting  collection  of  fine  Old  English  Silver  always  available  for  inspection 

CHANCERY  HOUSE       CHANCERY  LANE       LONDON  W.C.2 

AND 

LONDON  SILVER  VAULTS 

Telephone:  Chancery  3248/49  Telegrams:  Walter  Silvavults  London,  W.C.2 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  very  fine  Chippendale  carved  and  giltwood  mirror, 
the  beautifully  foliated  frame  surmounted  by  an  eagle. 

Height  4  ft.  6  in.,  width  2  ft.  1  in. 


44ls2  New  Oxford  Street,  London  W.C.i 

Telephone:  Museum  2121  Telegrams:  Artisonne  Phone  London 


Visit  the  International  Art  Treasures  Exhibition    Victoria  &  Albert  Museum    March  2nd  -  April  29th 


IRISH  SILVER  A  fine  example  of  an  early  Irish 

Strawberry  Dish,  engraved  with  a  Coat  of  Arms  in  centre.  Dublin 
-George  I.  1717  by  Mathew  Walker.  Weight-13.75  oz.  Dia.  9^". 


By  Appointment  to 
H.  M.  The  Queen 
Silversmiths  &  Jewellers 


ASPREY  &  COMPANY  LIMITED  165-169  NEW  BOND  STREET  •  LONDON  W1  •  HYDE  PARK  6767 
Visit  the  International  Art  Treasures  Exhibition  at  the  Victoria  and  Albert  Museum,  March  2  to  April  29 
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M.  NEWMAN  LTD 


r.slahlishr.l  1H7. 


.Mi'tiibcr'i  of  The  Urilish  Aiitiqiir  Dealers"  Association  1.1 


SIMON  VERELST 
1644-1731 

Canvas  33  X  26]  inches  (84  X  67  cm.) 
Framed  40  X  33]  inches  (102  X  85  cm.) 
Collection:  Lady  Greg 


-X* 


43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 


7eh/,ho„e:  WHItehall  6068/9 


Telegraphic  Address:  .\EWPIC,  PICCT,  LONDON 


M.  NEWMAN  LTD 


'.iltililHliril  1)171 


Mi  iiilii  iH  .il  Tlir  lltitiih  Aniii|iii-  DimIi-ih'  AiHurialion  l.nl 


JAN  VAN  OS 

(1744-1808) 
Panel  21\  X  24^  inches  (70  X  62  cm.) 
Framed  33|  >  30i  inches  (85  x  77  cm.) 


43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 


Telephone:  WHItehall  6068/9 


Telegraphic  Address:  NEWPIC,  PICCY,  LO\DO.\ 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 

A  MAGNIFICENT  GOLD  COMMUNION  VESSEL  DESIGNED  BY  CATHERINE  THE  GREAT  OF  RUSSIA 
and  presented  by  her  on  August  29th,  1793,  to  the  Convent  of  St.  Alexander  in  St.  Petersburg  in  memory  of  Prince  Potemkin. 


The  bowl  is  set  with  four  diamond  ovals  enclosing 
antique  cameos  and  intaglios  set  profusely  with 
diamond  motifs. 

The  stem  is  finely  wrought  in  symbolic  wheat-ears 
and  bunches  of  grapes,  representing  the  Holy  Bread 
atid  Wine. 

The  base  is  similarly  decorated  with  cameos  and 
intaglios  within  diamond  circles  and  beautifully 
carved  gold  vine  leaf  motifs  bordered  by  diamonds. 
The  Russian  inscription  round  the  rim,  translated, 
reads : 

'  This  is  the  Blood  of  the  Mew  Testameiil  shed  for  the 
Remission  of  Sins.  Drink  ye  all  from  it.' 

The  early  18th-century  cameos  and  intaglios  in 
agate,  jasper,  cornelian,  sardonyx  and  turc|uoise  are 
very  fine  and  rank  amongst  the  earliest  known  speci- 
mens of  sacred  subjects,  and  are  disposed  as  follows: 
Round  the  bowl  of  the  Chalice: 

( 1 )  The  Baptism  of  Christ  by  John. 

(2)  Samson  bound  to  the  Pillar  of  the  Temple. 

(3)  The  last  moments  on  the  Cross. 

(4)  The  Archangel  Gabriel  with  Sword  of  Fire. 
Round  the  base: 

(1)  Virgin  and  Child  with  Joseph  and  Anna.  'Mine 
Dimiltis.' 

(2)  Symbolic  design  of  the  Sustaining  of  the  Church  by 
Communion. 

(3)  The  Annunciation. 

(4)  The  Virgin  and  Child. 

All  the  cameos  and  intaglios  were  selected  by 
Catherine  II  from  her  own  Collection. 

An  inscription  on  the  base  reads:  'Made  by  Buch  at  St. 
Petersburg  1791.' 

Height  13  in.  Approximate  weight  108  oz.;  1,350 
large  diamonds  and  innumeralile  smaller  stones. 
Approximate  weight  of  liriiiiant  diamonds,  165 
carats. 


On  display  at  the  INTERNATIONAL  ART  TREASURES  EXHIBITION 
Victoria  &  Albert  Museum  March  2nd  until  April  29th,  1962 
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Regency  Rosewood  Breakfront  Cabinet. 
Original  marble  top  with  brass  gallery. 
5  ft.  3  ins.  long,  3  ft.  high. 


H ARRODS 


ANTIQUE  GALLERIES,  THIRD  FLOOR 


Member  of  The  British  Antique  Dealers  Association 


HARRODS  LTD    KNIGHTSBRIDGE     LONDON  SWI 


7e/  SLOane  1234 


Cables  EVERYTHING  HARRODS  LONDON 


The  Connt)i'>seur,  March,  1962 
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Siimfreli  OTilUams;  (antiques) 

Itliiiilvis  n(  ihr  Hiiih,li  Aiiin|iic  I  )i-.ilc-rs'  ASMX  l.ltloll  I, tel. 


DU  PAQUIER  VIENNA 

A  very  rare  OIlio  Pot,  Cover  and  Stand  decorated  with  schwarzlot 
chinoiserie  panels  and  iron-red  trellis  work  borders.  Stand  diameter 
inches.  Bowl  and  Stand  with  incised  'Z'  nnarks  underglaze.  Circa  1725. 


Provenance:  Exhibited  at  Troppau  1903  and 
in  Vienna  1904. 

Ex  Collection  Karl  Mayer,  1928. 

Ex  Collection  Otto  Blohm,  1961,  illustrated 
by  Schmidt,  colour  plate  12. 


Illustrated  in  Folnesics  Braun,  'Wiener 
Porzellan*,  Vienna  1907,  Plate  IV,  I. 

illustrated  in  Folnesics  Braun,  'Die  Wiener 
Porzellansammlung  Karl  Mayer'  Vienna 
1914,  No.  62,  Plate  XIII. 


The  engraved  designs  for  all  the  scenes  were  found  in  1929  by  Mr.  Georg  Wilhelm 
Schulz.  Leipzig,  and  are  reproduced  by  Schmidt,  'Early  European  Porcelain  as  collected 
by  Otto  Blohm',  p.  51. 


Colour  transparencies  on  request 


38    SOUTH    STREET,    EASTBOURNE,  SUSSEX 


Telephone:  EASTBOURNE  780 


Visit  the  International  Art  Treasures  Exhibition 
Victoria  &  Albert  Museum,  March  2nd  until  April  29th 


Cables:  ANTIQUITY.  Eastbourne 


ARMOIRE  in  walnut,  Umbria  XVth  century. 
(200  X  212  /  81  cm.) 


LEONARDO  LAPICCIRELLA 


52  R.  BORGOGNISSANTl  -  FLORENCE 


This  Firm  is  Exhibiting  at  the  International  Art  Treasures  Exhibition  at  the  Victoria  &  Albert  Museum 


WALTER  H.  WILLSON  LTD 


 rill  Ill  I?  umk*  II— ig  ym»<-iiimimmt«htmmmmMtmgitmtltmim 

London  1765 
Thomas  Heming 
II J  inches  by  85  inches 
Arms  of  Yorke  and  Lygon 


15  KING  STREET  •  ST.  JAMES'S  •  LONDON  S.W.i 

WHITEHALL  6463  AURIFABRO  •  PICCY  .  LONDON 

904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 
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BY  APPOINTMENT  TO 
GOI  DSMITHS  it  CROW  N  Jl  VVl-LLERS, 


HIR  MAlrSTY  THE  QUEEN 
GARRARD  &  CO.  LTD.,  LONDON 


Salver  on  fool.  Diameter:  i2\"-  Date :  Chas.  II,  1661.  Maker:  T.A.C.  as  Monogram.  Jackson  II,  2nd  edition.  Page  12J. 

Arms  are  probably  those  of  Soper. 

THE  FINE  COLLECTION  of  antique  silver,  jewellery  and  clocks  at  the 
House  of  Garrard  is  both  extensive  and  unique.  For  those  with  a  taste  for 
fine  craftsmanship,  a  visit  to  Regent  Street  will  prove  most  rewarding. 


GARRARD  The  Crown  Jewellers 

112     REQENT     STREET     W1     •     REGENT  3021 
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SPECIALIST   IN    EUROPEAN    PERIOD  CARPETS 
AUBUSSON   -   SAVONNERIE  -  NEEDLEPOINT 


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 


JOHN  BELL  of  ABERDEEN 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

THIS  BUILDING  CONTAINS 
THE  LARGEST  AND  MOST  COMPREHENSIVE  COLLECTION  OF  ANTIQUES  IN  SCOTLAND 


ALL  VISITORS  ARE  VERY  WELCOME 


BRIDGE  STREET,  ABERDEEN 

Telephone:  24828       Telegrams  and  Cables:  Antiques,  Aberdeen 
and  at  BRAEMAR 


WILLIAM   CLAYTON  LTD. 

SPECIALISTS  IN  FINE  CHINESE  JADE  CARVINGS.  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 


An  extremely  fine  and  rare  translucent  pale  green  Chinese  Jade  ova!  quatrefoil  shape  Bowl,  formed  by  four  scrolls  the  sides 
with  four  bat  and  loose  ring  handles,  the  interior  carved  with  ling  chih  fungus,  the  bowl  supported  on  four  bracket  feet. 
Lenjth  8}  inches,  width  6i  inches,  depth  2i  inches  on  carved  wood  stand.  Ch'ien  Lung  period  A.D,  1735  1796. 

38    BURY    STREET,    ST.    JAMES'S,    LONDON,  S.W.I 


TELEGRAMS:  WILCLAYTON.  LONDON 


WHITEHALL  1173 


Suggested  design  for  Residence  on  Golf  links 


BlILD  vol  K  HOrSE  , . . 

cm  a  site  abovo  the 
GOLF-LINKS  AT  SAINT-NOM-LA-BRETEGHE 
ON  THE  DOMAINE  DE  LA  TUILERIE 
adjoining  the  Forest  of  Marly 
12  miles  from  Paris  and  20  minutes  from 
the  Arc  de  Triomphe  >ia  the 
Bois  de  Boulogne  and  the  \^  estern 
Motorway  (SHAPE  Headquarters  Branch) 

Links  Architect:  HAWTREE  &  SON 
House  Architect:  J.  REGNAULT 
Green  Keeper:  M.  ELLIS 


D.  FEAU 


(REAL  ESTATE  CONSULTANT) 
132,  Boul.  Haussmann 


PARIS  8 


APARTMENTS 


MANSIONS 


ESTATES 


FARMS 


INVESTMENT  LOTS 


TEL.  LAB.  69-34  (16  lines) 
INDUSTRIAL  AND  BUSINESS  PREMISES     ■     BUILDING  SITES 


XXVU 


D  .  M  P 


LON  DON 

69  llp|M'r  Berkeley  Street 
Purtiiiuii  Squure,  W.  1 
Telephone:  FAUdington  6595 
Cables:  Vivuiiliqiir.  I^ondon  W.I 


MANHEIM 


Mtntbers  of  The  Uritinh  Antique  Dealers'  Association  Ltil. 
anil  Art  anil  Antique  Dealers''  Leatfue  ol  Irnerii-a 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 

Cables:  Vivaiitique,  New  York 


18th  CENTURY 
ENGLISH  ENAMEL 

A  [)air  of"  important  tall  Battersea 
Enamel  candlesticks  and  sconces. 
The  dark  blue  background  is  decor- 
ated with  fine  gilding,  painted 
panels  of  flowers,  and  three 
vignettes  on  each  base,  de()icting 
hunting,  shooting  and  fishing  scenes. 

12|  in.  high.  Circa  1755. 

A  dark  blue  Bilston  Enamel  cas- 
solette and  cover,  decorated  with 
white  florettes  which  have  red 
centres,  and  gilt  stars.  (The  cover 
inverts  to  form  a  candlestick.) 

11  in.  high.  Circa  1760. 


DENYS  WREY 

LIMITED 

45  SLOANE  STREET 
LONDON  S.W.I 

Telephone:  BELgravia  1813/14 
Members  of  The  British  Antique  Dealers  Association 

Period  Furniture 
Works  of  Art 
Expert  Restoration  of  Antiques 

A  Sheraton  satinwood  cabinet  of  very  good 
colour  and  quality.  The  painted  frieze  on 
the  top  is  original  and  is  of  ivy  leaves 
entwined  with  a  blue  garland.  The  cross- 
banding  is  of  rosewood  and  the  measure- 
ments 42  in.  long,  16  in.  deep  and  35  in. 
high.  Circa  1800. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE  ENGLISH  ANTIQUE  FURNITURE 


The  Connoisseur,  March,  I0<^2 
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INTERNATIONAL  ART  TREASURES  EXHIBITION 


Victoria  &  Albert  Museum,  London,  March  2  to  April  29,  1962 


On  Exhibition 


825  Madison  Avenue 
at  69th  Street 


A  set  of  six  important  Adam  wheelback  armchairs. 
In  carved  mahogany^  the  serpentine  saddle  shaped 
seats  of  rare  construction,  united  to  the  backs  with 
tenoned  slats.  Fine  patination  and  condition. 
Circa  1 785. 


New  York  21,  N.Y. 
TRafalgar  9-3344 


N 

'i 

\i\ 


An  important  Stuart  needlework  casket,  imique  for 
its  brilliant  coloring  and  condition.  The  interior 
fully  fitted  with  numerous  small  drawers  and  secret 
drawers,  pin  cushion,  original  ink  bottles,  metal 
sand  container  etc.  On  original  carved  silver  gilt 
bun  feet.  Circa  1660. 

13!  in.  wide,  10^  in.  deep,  9  in.  high. 


An  interesting  eglomis6  glass  picture  of  Venus  and 
Adonis  after  the  painting  by  Domenichino,  etched 
on  gold  with  blue  background.  The  glass  having 
convex,  concave  and  other  reverse  form  bevelings ; 
in  carved  and  giltwood  double  frame.  Circa  1780. 


29! in.  X  2ii  in. 


CHESNIER  -  DIICHESNE  &  CORROY 


XVIIIth  CENTURY  ANTIQUES 


PARIS 


83  AVENUE  DE  LA  BOURDONNAIS 


Tel:  SOL  54-22 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON  NEW  YORK  PARIS 

34  St.  James's  Street  14  East  gjth  Street  8^  bis  rue  du  Faubourg 

S.W.I  N.Y.22  St.  Honore  8^ 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE 
LONDON  W.l 

28  MARCH  -  14  APRIL 

RECENT  PAINTINGS  BY 

WILLIAM 
HALLE 

PAINTINGS  AND  SCULPTURE 
OF  THE  19th  &  20th  CENTURIES 


Mann  <Sl  Fleming 
(Antiques)  Ltd, 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Fine  colour  mahogany 
18th  Century  sofa  table. 
Pair  19th  Century  crystal  candelabra. 


ANTIQUES 
DECORATIONS 

120B  MOUNT  STREET 
LONDON,  W.l 

GROsvenor  2770 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE, 

Grosvenor  1562 


8-24  MARCH 


'The  Twist  Chez  Rigine'  1961  Oil,  64^  x  51^  in. 


PAINTINGS  BY 


LEROY   N  EI  MAN 

FIRST  LONDON  EXHIBITION 


SPECIALIST  IN  FINE  BOOKCASES 


^^^^ 

Unusual  small  size  mahogany  Chippendale  breakfront  Bookcase. 
Original  handles.  5  ft.  6  in.  wide. 

R.  F.  LOCK 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone:  Kensington  3221 

Other  Bookcases  in  stock  of  varying  sizes  —  6  ft.,  6  ft.  3  in.,  7  ft.  6  in.,  8  ft.,  8  ft.  3  in.   and  9  ft.,  in  width 


ARTHUR  ACKERMANN  &  SON  Ltd 

I  STAFILISIII  r:)  1781 

Fine  Sporting  Paintings 


GEORGE  STUBBS,  A.R.A. 
(1724-1806) 

Portrait  of  a  Gentleman  preparing  to  Shoot 

Signed  and  dated  1776  Size:  50  by  40  inches  canvas 

Exhibited  at  The  Royal  Academy  in  1778 

Visit  the  International  Art  Treasures  Exhibition,  Victoria  &  Albert  Museum     March  2  -  April  29 

3  OLD  BOND  STREET     LONDON  W.l 

Telephone:  HYDe  Park  3288 


XXXV 


BERNARDO  OAnni  iua^wnil:  '  I  Iw  Cnuijixioii  I'.ui.l  i;{     (i;  iiulics 

from  the  EXIIIBJTION  'RELIGIOUS  THEMES  IN  PAINTING' 

WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON,  W.i 

Maylair  (1602 


BERENDT 


Member  urThr  British  Antique  Ocalrri  Aisuciation 


LOVIS  QUATORZE 

A  Pair  of  Louis  XIV  gilt  bronze  Sphinxes  on  marble  and 
ormolu  bases.    Each  corner  of  the  bases  mounted  with 
an  ormolu  dolphin,  indicating  they  were  made 
for  the  Dauphin. 

9J  inches  wide,  8h  inches  high,  5  inches  deep. 


67  DUKE  STREET        GROSVENOR  SQUARE         LONDON  Wi 

Telephone:  Mayfair  0929  Telegrams:  Firoart,  Phone,  London 


H  A  I  M  '  S       31  Brook  Street,  London,  Wi       Tel:  MAYfair  6300 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 

1751                    1726                    1728  1751 

John  Priest               Thos.  Bamford               John  Jones               John  Priest 

Promenade                CHELTENHAM                Telephone  2821 

The  Conn  )is!>eur,  March,  1963 


XXXVIII 


One  of  a  unique  pair  of  Louis  XV  ormolu  Console  tables. 


MONTAGUE  MARCUSSEN 

98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


A  Regency  upright  cabinet  of  inlaid 
mahogany  with  a  centre  drawer,  the  doors 
with  original  brass  grilles;  on  lion  paw 
feet  of  car\'ed  giltwood.  38  inches  wide. 


%!!!miiiii(///; 


PRIDES    LONDON  L- 


Members  of  The  British  Antique  Dealer.   .Association  Ltd. 


179/180  SLOANE  STREET,  S.W.I 

Tel:  BELgravia  3080 


A  set  of  5  Louis  XVI  fauteiiils,  the  carved 
frames  decorated  in  ivory-  and  gilt ;  uphol- 
stered in  green  and  white  striped  damask. 
Signed  JUILLET  JME. 


THE 


FINE  ART  SOCIETY  L^'^ 


trovville,  le  port 
eu(;ene  boudin  1824- 1898 

Oil  oil  panel.  Signed  and  dated  1S94.  Size  13  X  18  inches 


THE   SOCIETY'S   FORTY-SECOND  EXHIBITION  of 
EARLY  ENGLISH  WATER-COLOURS 

will  opei)  on  Wednesday  4th  April 


Paintings  and  Water-colours  Old  and  New 

Collections  purchased 


148    NEW  BOND  STREET,  LONDON,  W.i 

Established  1876  Members  of  The  British  Antique  Dealers'  Association  Ltd.  Telephone:  Mayfair  f,ii6 


Canaletto 


GIOVANNI  ANTONIO  CANAL  1697-1768 

W.  G.  CONSTABLE 

A  full  descriptive  catalogue  of  Canaletto's  paintings, 
drawings,  and  etchings  (including  much  hitherto 
unrecorded  work);  an  account  of  the  topographical 
tradition  in  Venice  and  of  the  influences  that  shaped  the 
artist;  and  a  biography  citing  many  unpublished 
documents,  with  a  systematic  analysis  of  Canaletto's 
artistic  development.  The  illustrations  reproduce  a  large 
part  of  his  work.  Two  volumes,  694  pp.,  plus 
184  pp.  of  plates  £10  lOs  net 


Orlando  Jewitt 

HARRY  CARTER 

Jewitt  (1799-1869),  an  artist  wood-engraver,  who 
specialized  in  Gothic  architecture,  came  into  prominence 
at  the  time  of  the  Oxford  Movement  and  the  popular 
phase  of  the  Gothic  Revival.  A  selection  from  his 
engravings  and  a  few  of  his  drawings  are  reproduced 
here,  with  a  biographical  essay,  all  drawn  largely  from 
the  collection  made  by  the  late  John  Johnson  at  the 
University  Press,  Oxford.  (Forthcoming)  2\s  net 


Painting  of  the 
High  Renaissance  in 
Rome  and  Florence 

VOLUMES  I  AND  II 

S.  J.  FREEDBERG 

These  two  volumes  constitute  a  study  of  virtually  the 
whole  extent  of  painting  of  the  High  Renaissance  in 
Rome  and  Florence — the  richest  concentration  in  time 
and  place  of  master  accomplishments  of  Itahan  art. 
Two  volumes  Illustrated  £12  net 

HARVARD  UNIVERSITY  PRESS 

OXFORD  UNIVERSITY  PRESS 


THE  ARCHITECTURE  OF  CHIOS 

by  ARNOLD  c.  SMITH,  edited  by  Philip  Argenti.  On  the 
domestic,  Post-Byzantine  ecclesiastical,  and  Genoese 
military  architecture,  with  over  200  plates,  maps  etc. 
4to,  cloth  £3.10. 

GREEK  ISLAND  EMBROIDERY 

by  PAULINE  JOHNSTONE.  A  historical  essay  on  this  fine 
peasant  work,  with  92  plates  (4  in  colour)  6to,  cloth 
£1.10. 

ROMAN  IMPERIAL  SCULPTURE 

by  D.  E.  STRONG.  On  the  commemorative  and  figura- 
tive work  up  to  the  death  of  Constantine.  With  144 
illustrations  6to,  cloth  £1.10. 

SHEARER  FURNITURE  DESIGNS 

by  RALPH  FASTNEDGE,  with  18  plates  from  the  Cabinet- 
Makers'  London  Book  of  Prices  1788.  4to,  PVC  crush- 
ed morocco  £1.1. 

NEW  MATERIALS  IN  SCULPTURE 
by  H.  M.  PERCY.  Covers  the  new  cold-cast  bronzes, 
brass,  silver  etc,  Vinagels,  Vinamoulds.  Profusely 
illustrated  8vo,  10s  6d  (cloth  18s) 

A  MANUAL  ON  ETCHING  AND  ENGRAVING  GLASS 
by  G.  M.  HEDDLE.  With  86  plates  including  many  fine 
current  examples.  8vo,  10s  6d  (cloth  18s) 


ALEC  TIRANTI 


LONDON 


A  NOTABLE  NEW  BOOK 

How  to  Identify 

English  Drinking  Glasses 

&  Decanters  1680-1830 

DOUGLAS  ASH 

The  second  volume  in  a  series  whose  prototype  was  How  to  Identify 
Persian  Rugs  (now  6th  Printing).  With  the  same  primary  purpose: 
identification.  Each  chapter  covers  a  span  of  years  during  which  various 
types  appeared.  Fully  Illustrated.  2 Is. 


RALPH 
COX 

Telephone  22463 


BRONZE 

19th  Century  French 
Height  24  cm. 
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OBJETS  D'ART    DECORATION 

PARIS 

20  RUE  DU  CIRQUE  PHON  E:  ELYSEES  5163 


Telephones: 
KENsington 
5272  &  3793 


Cables: 
PORCELIQUE 
LONDON  SW3 
or 

ELMARTES 
LONDON  SW'3 


Mid-I8th 
Century 
MEISSEN 
Miniature 

Figures 
ranging  in 
height  from 
21  to  3i  in. 


At  top  left  is 
a  Miniature 

FUERSTENBERG 

Figure 


156  BROMPTON  ROAD 


NEWMAN  &  NEWMAN  (antiques)  LTD. 

IN  ASSOCIATION  WITH 

H.  E.  BACKER,  LTD. 


LONDON,  S.W.3 


AUCTION  SALES  IN  PARIS 


HOTEL  DROUOT  -  Room  12 
Monday  12th  and  Tuesday  13th  March,  1962 

Collection  of  Mrs.  Austin 

ARCHAIC  CHINESE  BRONZES 
Shang,  Chou,  Han,  Yin 

CHINESE  HARD  STONES 

Excavated  porcelain  and  pottery 

Experts:  MM.  A.  and  G.  Portier 


HOTEL  DROUOT  -  Room  12 
Friday  16th  March,  1962 

Estate  of  M.  Louis  Cartier 

JAPANESE  LACQUERS 
of  the  XVIIth  and  XVIIIth  Centuries 

JAPANESE  UTAMARO  PRINTS 

From  the  Louis  Cartier  Collection 
Experts:  MM.  A.  and  G.  Portier 


PALAIS  GALLIERA 

End  of  March,  1962 

MODERN  PAINTINGS 
Drawings  -  Water  colours 
DEGAS,  FRIESZ,  GAUGUIN,  GUILLAUMIN, 
HARPIGNIES,  RENOIR,  VLAMINCK,  etc. 

OLD  MASTER  PAINTINGS 
Drawings  -  Water  colours 

OBJETS  D'ART  and 
OBJETS  DE  BEL  AMEUBLEMENT 
of  the  XVIIIth  Century 

Porcelain  -  Bronzes  -  Sculptures 

FURNITURE 
Most  pieces  stamped 

TAPESTRIES  -  CARPETS 

Chinese  Lacquer  Screen 

Experts:  MM.  Catroux,  Durand  Ruel,  Dubourg, 
Pacitti,  Damidot,  Dillee,  Lacoste,  Portier 


Auctioneer:  Me.  ETIENNE  ADER,  12  Rue  Favart,  Paris.  RIC  68.23 
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(H<l  M(tsl(*r  rid u ICS  und  Drawings 
of  llw  FAghlrvnlh  Co  alary 


Jean  Honore  FRAGONARD  Cupid  Sleeping 

1732-1808  Exhibited  by  36  x  28  inches 


CAILLEUX 

136  Faubourg  Saint -Honore,  Paris  Vllle 

at  the  INTERNA  TIONAL  ART  EXHIBITION      March  2nd  to  April  29th,  1962      Victoria  &  Albert  Museum 


NICOLIER 

ANTIQUE  CERAMICS 

7  Quai  Voltaire  -  Paris 


XVIIIth  cennir\-  gilt-bronze  taps 
from  the  Chateau  de  la  Muene 


RAMSAY 

ANTIQUES    -  DECORATION 

PARIS 

54  FAUBOURG  SAINT-HONORE 

TEL:  ANJ  22-36 
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XL  VI 


Fine  and  unusual  Regency  side-table  in  the 
French  taste  of  the  Louis  XVI  period. 

England,  circa  i8io. 

Width  4  ft.  Depth  i  ft.  6  in.  Height  2  ft.  g  in. 

TREVOR 

Member  of  The  British  Antique  Dealers  Association 

TREVOR  ANTIQUES  OF  BRIGHTON,  15  SHIP  STREET,  BRIGHTON  i,  SUSSEX 

Telephone:  BRIGHTON  26712      Cables  &  Telegrams:  TREMAR,  BRIGHTON 


XLVII 


A  pair  of  fine  panels 
painted  in  grisaille  with 
fruit  and  flowers  in 
natural  colour.  Attri- 
buted to  Joseph  le 
Riche,  who  carried  out 
decorative  painting  in 
the  Belvedere  and  Petit 
Trianon. 

Period  Louis  XVI 
circa  1780 

Size 
6  ft.  high 
4  ft.  wide 
in  gilded  wood  frames 


CHARLES  HAMMOND 

ANTIQUES    ■    DECORATIONS    ■  FURNISHINGS 
163    to    169    SLOANE    STREET,  S.W.I 


LTD 


i 


Established  1907 
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.ANDAU 

3  de  Duras 

IS  VIII 

JJ  33-45 


ii 


JAN  WYCK  1640-1702 

V/£W  OF  CHISWICK  FROM  THE  THAMES  SHOWING  OLD  CORNEY  HOUSE, 
ST.  NICHOLAS  CHURCH,  THE  MALL  AND  AIT 

Canvas  32^  /  63^  inches 

THE  EARLIEST  KNOWN  VIEW  OF  CHISWICK 

FRANK  T.  SARIN 

ESTABLISHED  1848 

PARK  HOUSE,  24  RUTLAND  GATE,  KNIGHTSBRIDGE,  S.W.7 

Phone:  KEN  4914  &  9989  Cables:  SABINUS  London  S.W.7 

EXHIBITION  OF 
ENGLISH  PICTURES 

including  works  by 

LELY,    WOOTTON,    MONAMY,  IBBETSON 
de    LOUTHERBOURG,  WILSON 

MARCH  13  -  APRIL  19 


Illustrated  Catalogue  available 


BERTHE  MORISOT 

Jeune  Femmc  se  levant.  Mile  Euphrasie  (1886) 
26]  X  25|  inches 


THE  LEFEVRE  GALLERY 


XIX  and  XX  CENTURY 
FRENCH  PAINTINGS 


30  BRUTON  STREET 
LONDON,  W.l 


Telephone: 
Mayfair  2250 


Cables: 
Drawings,  London 


FINEST  PORCELAIN  AND  ORMOLU 

SILVER-GLASS-SMALL  FURNITURE 

BROCKINGTON  HOUSE 

21  Hafod  Road,  HEREFORD 

Tel.  4984 

F/ne  English,  German  aid  French  porcelain  of  18th 

and  early  19th  century 

A  few  of  the  rarest  and  finest  pieces  of  Meissen, 

Ludwigsburg  and  Sevres  porcelain 

Excellent  collection  of  18th  and  early  19th  century 
Gilt  Bronzes 

TRADE,  OVERSEAS  ENQUIRIES  AND 
COLLECTORS  PARTICULARLY  WELCOMED 

No.  //5J.  Three  porcelain  figures  representing: 
Europe  (10  in.),  Afr/co  (10^  in.),  and  America  (9|  in.). 
DERBY  c.  1760. 

Photographs  sent  against  specific  enquiries, 
please  write  in  English,  French  or  German 

An  example  from  our  collection  of  Tine  English  porcelain 

BY  APPOINTMENT  PLEASE— INCLUDING  SUNDAYS 
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BRONZE  CAT  EGYPTIAN  EPOQUE  SAITE 


WITHOFS 

10  RUE  ERNEST  ALLARD 
BRUSSELS  -  BELGIUM 
TEL.  13.02.79 


ARCHAEOLOGY  -  ETHNOGRAPHY  -  WORKS  OF  ART 
ANCIENT     &     MODERN     PAINTINGS     &  DRAWINGS 


PREMSELA  &  HAMBURGER 

est.  1823 


15th  century, 
silver  gilt,  height  12.8  inches 

antique  silver 
and  jewels 


ROKIN  120 


AMSTERDAM 


H.  W.  KEIL 

 : —  LTD   

Members  of  The  British  Antique  Dealers"  Association  Ltd. 

TUDOR  HOUSE 
BROADWAY,  WORCS. 

Telephone:  Broadway  2108 


Late  17th  Century  walnut  long  case  Clock 
with  marquetry  panels.  Movement  by  Joseph 
Windmill. 

Height  6  ft.  7  in.,  width  I  ft.  5  in.  Dial  I  I  in. 


ALSO 

CHELTENHAM  &  MIDHURST 

GLOUCESTERSHIRE  W.  SUSSEX 

Tel:  2509    Tel:  13.1 

VISIT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION 
VICTORIA  &  ALBERT  MUSEUM 
MARCH  2  until  APRIL  29 
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THE 


GEORGE  ROMNEY  (17.14-1802) 
Portrait  of^ll'illiiiiii  M<ii  l\'iii>iil  of  Castlesempk 
30  X  25  inches 
Collection:  Helen  Laura  Pearson 
Recorded:  Ward  and  Roberts  Geon^e  Roiiuiey,  Vol.  II,  p.  98 


LEGER  GALLERIES 

(J.  LEGER  &  SON) 


LTD 


13    OLD    BOND    STREET,    LONDON,  W.l 

HYDE    PARK    2679  ESTABLISHED  1892 

BRUSSELS:    13    RUE    DE    LA  REGENCE 


We  desire  to  purchase  paintings  and  watercolours  by  old  and  modern  masters 


A  very  good  1 8th  Century 
mahogany  Chippendale  centre 
library /writing  table  with  three 
drawers  on  either  side  and  pull 
out  slides  at  each  end.  Original 
handles,  pierced  brackets  and 
old  black  leather  lined  top  with 
blind  tooled  edges.  C.  \no. 

Length  j  ft.  j  \  in. 
Depth  3  ft.  2  in. 
Height  2  ft.  7  in. 

Also  a  fine  pair  of  Silver  Candle- 
sticks by  Matthew  Roulton,  174}. 


JOHN  KEIL 


Tel:  KENsington  64^4 
Cables:  keilantiq 

154  BROMPTON  ROAD,  LONDON,  S.W.3 


LIMITED 


Member  of  The 
B.A.D.A.  Ltd. 


also  at 


51  Park  Street,  Bristol 


Pelham  Galleries 

H.W.RUBIN  E.W.RUBIN 

155  and  157  Fulham  Road 
Chelsea,  S.W.3 

Phone:  KEN.  2686  &  2692 

A  fine  Sheraton  satinwood  china  cabinet  of 
unusual  design,  the  glazed  upper  part  of 
domed  form  and  the  lower  part  fitted  with 
how  fronted  drawers  and  cupboards  at 
either  side  enclosing  shelves.  The  piece  is 
finely  cross-banded  in  tulipwood  and  is  fitted 
with  its  contemporary  gilded  handles. 

Width  5  ft.  Height  8  ft.  S  in.  Depth  at  ends 
1  ft.  11 J  in.  Depth  at  centre  2  ft.  2|  in. 

VISIT  TITR  INTERNATIONAL  ART  TRKA.SURES  EXHIBITION 
VICTORIA  &  ALBERT  MUSEUM 
MARCH  2nd  -  APRIL  29tH 
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LIV 


RUTLAND  GALLERY 


MNI    INOI  IS  1 1   PAIN  TIN  (is 


'THE  FRIESDSHIP'  and  East  India  Ship  'GOOD  HOPt'  off  the  Cape 

by 

^   Thomas  Whitcombe 
Signed  and  dated  1796.  Canvas  36  by  j8  inches. 


180  BROMPTON  ROAD,  LONDON,  S.W.3 


(Tho  minutes  from  the  Victoria  &^  Albert  Museum) 


Telephone:  KEN  0139 


LV 


South  Kensington 


PHILLIPS  &  RIXSON 

LIMITED 

31  Old  Brompton  Road 
London,  S.W.7 

Kensington  5858 
Members  of  The  British  Antique  Dealers'  Association 


A  magnificent  pair  of  Louis  XVI  ormolu  candelabra.  >^ 
Height  15I  inches. 


^ratt  Sc  l^nx^m 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Kensington  8501 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 


An  18th  Century  statuary  marble  Chimneypiece  inlaid  with  jasper. 
Similar  to  one  illustrated  in  Chippendale's  'Director'. 
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LVI 


A  Louis  XV  kingwood  boudoir 
cabinet  with  inset  marble  top  by 
Migeon. 


(gloria  antita 

Member  of  The  British  Antique  Dealers'  Association  Ltd, 

Antique  Furniture, 
Pottery  and  Porcelain 


A  George  /  solid  walnut  triple  Card  Table 
of  superb  quality  and  mellow  golden  colour; 
there  is  a  drawer  in  the  frieze.  Circa  1720. 
Width  34|  inches.  Depth  15  inches. 
Height  29i  inches. 

Specialist  in  unusual  and 
historical  pieces 


Under  the  personal  direction  of 
Wing-commander  C-L  de  BEAUMONT 
O.B.E.,  M.A.  (Cantab.) 


170  BROMPTON  ROAD, 

LONDON,    S.W.3   Tel  KENsington  0367 


A  fme  collection  of  Old  English  Furniture  always  to  be  seen  at 
«  i:^HIBITION  ROAD      SOUTH  KENSINGTON       LONDON  S.W.7 
8  EXHIBITION  ROAO  Cables:  Grosefolde.  London 

Tel:  KENsington  2/28 


I  VI 
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FROST  &  REED  L™ 


l\hl  l<    I  I  N   !<l  KINS 


New  Bond  Street 
London,  W.  i 

Mayfair  2457 


JWV.  AKNESIEY  CHIir>Rr.\ 
by  SIR  MARTIN  ARCHER  SHEE,  P.R.A.  (1769-18^0) 

Kxhihitions  :  Royal  Academy  1793    No.  64 
Guildhall  1904  No.  94 
M use Lim  of  Fine  Arts,  Boston  t959   No.  29 
(Alvan  T.  Fuller  Memorial) 

Collections:  Sliee  Family  until  c.  1890-1900 
Viscount  Leverhulme 


70  X  47  inches 


10  Clare  Street 
Bristol 

Bristol  26238 
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Atl  ifiiportaiit  pair  of 
Adam  canned  and  j^ilttpood 
torcheres  with  ram's  head 
ornament,  surmounted  by 
glass  hurricane  shades. 
The  uprights  are  decorated 
with  scroll  ornament 
ending  in  hoof  feet. 
Circa  1770. 
Overall  height 
(including  shades)  78  in. 


BY  APPOINTMENT 
ANTIQUE  DEALERS  TO  THE  LATE  QUEFJSi  MARY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.. 
40  NEW  BOND  STREET,  LONDON  W.l. 
TELEPHONE  GROSVENOR  7411  (5  LINES) 


LXl 


N.  BLOOM  &  SON 


LTD. 


15  \oiion  lolffalo,  Bisliopso^ate,  E.1 


13  Morris  Street,  Haymarket,  S.W  .1 


BISHOPSGATE  1587 


ESTABLISHED  OVER  HALF  A  CENTURY 


TRAFALGAR  5984 


FOimERLY  THE  PROPERTY  OF  THE  tOllTESS  OF  CRAVEN 

An  important  suite  of  nine  superb  quality  Table  Boxes  in  silver  gilt.  Made  by  Daniel  Smith  & 
Robert  Sharp  of  London  in  the  year  1783.  Weighing  437  ounces  in  all.  Each  box  bearing  the 
contemporary  Coat  of  Arms  of  Fane  with  Child  in  pretence. 


John  Fane  (1759-1842),  succeeded  his  father  as  10th  Earl  of  Westmorland  hi  1774,  was  Lord  Lieutenant  of  Ireland, 
1789-95,  Master  of  the  Horse,  1795-8,  and  held  the  office  of  Lord  Privy  Seal  for  nearly  30  years.  He  became  a  K.  G.  in 
1795.  He  married  at  Gretna  Green  on  20th  May,  1782,  and  again,  at  Apethorpe,  on  7th  June,  Sarah  Ann,  only 
child  and  eventual  heiress  of  Robert  Child  of  Osterley  Park,  co.  Middlesex,  the  well  known  banker. 
"According  to  the  version  of  this  celebrated  elopement,  given  by  Robert  Elliott,  one  of  the  parsons  at  Gretna, 
Lord  Westmorland  was  hotly  pursued  by  Mr.  Child,  who  caught  up  with  him  at  Hesketh,  between  Penrith  and  Carlisle, 
and  shot  the  leading  horse.  One  of  the  Earl's  servants,  however,  cut  the  leathers  suspending  the  body  of  the  pursuing 
carriage  to  the  strings  and  before  Mr.  Child  could  find  a  post  chaise  in  which  to  continue  the  chase.  Lord  Westmorland 
reached  Gretna  with  the  remaining  horses.  In  consequence  Robert  Child  entailed  Osterley  Park  and  his  inuuense 
fortune  on  his  heirs  female,  so  that  no  heir  male  of  his  son-in-law  could  benefit."''  The  heir  female  was,  on  her  mother's 
death,  the  Earl's  eldest  daughter  Sarah,  who  married  the  5  th  Earl  of  Jersey  in  1804. 


The  opposite  page  illustrates  th 
Full  particulars  on  repuest 


TRUSTEE  INVESTMENTS  ACT,  1961 


Trustees  for  settlements 
and  others  responsible  for  managing  investment  portfolios 
are  invited  to  communicate  with 

N.  M.  Rothschild  Sc  Sons 

who  are  prepared  to  act  as  investment  advisers 
ROTHSCHILD  EXECUTOR  &  TRUSTEE  COMPANY 

is  available  for  all  executor  and  trustee  services 

NEW  COURT,  ST.  SWITHIN's  LANE,  LONDON,  E.C.4.  MANSION  HOUSE  4356 


F.  K.  A.  HUELSMANN 


SELECTED 
OBJECTS 


HAMBURG 

HOHE  BLEICHEN  15  Tel.  34  20  17 
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Internationally 
Fa  mo  US  for  Fine  Carpets 


Ref.  No.  50834 

The 

House  of  Perez 

Member  of  the  B.A.D.  ^. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephone:  KENsington  441 1  (3  lines) 
Telegraphic  Address:  CARPEREZET  London  SW3 

The  plain  Wilton  department  at  168  Brompton  Road  is  ex- 
panding rapidly.  This  is  due  to  our  attractive  ranges  of  special 
Aubusson  colours,  and  the  excellent  service  we  can  give. 

Also  BRISTOL  &  AMSTERDAM 


MARC 

REVILLON 

D'APREVAL 

XVIIth  &  XVIIIth  CENTURY  ANTIQUES 

PARIS  VII 

1,  RUE  MONTALEMBERT  tel:  lit  54-35 


SMALL  FOUR-SIDED  LADY'S  SECRETAIRE: 
ROSE-WOOD  AND  COLOURED  WOOD 
MARQUETRY.  GILT  BRONZE  DECORATION. 
LOUIS  XV  PERIOD,  STAMPED  BY  CHEVALLIER. 
HEIGHT:  I  M  2  CM.  LENGTH:  AS  CM 
DEPTH:  35  CM. 
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BROADWAY  ART 
GALLERY 

Broadway,  Worcs 

(telephone:  3237) 


'Parisina'  by  Daniel  Vazquez  Diaz 
signed  and  dated  1907 

FORTHCOMING  EXHIBITION  7th-30th  April 

English  Painting 

SICKERT  to  HITCHENS 


Pair  of  cast  Silver  Candlesticks  by  Wm.  Grundy 
London  1747.  85  inches  high,  weight  27  ounces. 

of  Tonbon  &.-T^arrojgafe 
TWO  ADDRESSES  ONLY 

38  JAMES  STREET,  HARROGATE.  TEL.  4123 
42  DUKE  STREET,  ST.  JAMES'S,  S.W.I.  WHI.  3353 


ESTABLISHED  1893 


Member  of  the  B.A.D.A.  Ltd. 


D.  BOULDSTRIDGE  LTD. 


47  LOWER  BELGRAVE  STREET 
EATON  SQUARE 
LONDON,  S.W.I 


Specialist  in  English  Antique  Clocks 


U  illitiiii  III  iong-casc  clock  by Jolin  ]\'rcinii.  Cluster, 
c.  i6gs-  Month  inoi'cincnt.  6  ft.  t>  in.  Iiisli. 

Also  c.  l60S.  walnut  and  hiirr-ycw  bureau 
of  beautifully  mellow  colouring,  j  ft.  with'. 


Teleplione: 
SLOane 
7^4» 
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CHARLES  WOOLLETT  &  SON 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
tXHIBITING  AT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION,  VICTORIA  &  ALBERT  MUSEUM,  MARCH  2  -  APRIL  29 


A  selection  from  our  large  Collectior)  of  Antique  Miniatures. 

Reading  left  to  right 

(I )  Gentleman  by  Richard  Cosway  signed  and  dated  1789       (2)  Prince  Potemkin  of  Russia  (18th  Century  French  School)       (3)  Capt.  Patrick  Drummond  by  John  Smart  1791 
(4)  &  (6)  Sir  William  Clarke,  Secretary  of  War  to  King  Charles  II,  and  his  wife  by  Samuel  Cooper,  circa  1650 
(5)  Enamel  Miniature  of  James  Crosse  by  his  brother  Richard  Crosse  circa  1770       (7)  Officer  by  John  Smart  I76S       (8)  Gentleman  by  John  Smart  1771 
(9)  Lady  by  George  Engleheart,  circa  1790        (10)  Andrew  Burnside  by  George  Place,  circa  1795        (111  Prince  James  Edward  Stuart  by  Prevost,  1692 

Illustrations  three-quarter  actual  size 

59-61  WIGMORE  STREET.  LONDON,  W.I 

Established  1889  Telephone:  Welbeck  8664 


It  is  with  pride  and  a  queer  feeling 
of  liumility  tfnat  we  celebrate  tfie 
successful  opening  this  year  of 
the  New  Wavelength  TELEVISION 
SCHWEPPSICOLOR. 
The  colour  is  not  only  like  life;  it  is, 
in  the  great  tradition  of  Schwepp- 
shire,  more  so,  adding  point  to  the 
hitherto  only  faintly  interesting. 
"Colours  should  be  coloured". 
Gaudier  Schwepska  laid  down  this 
thought  for  us  very  clearly  in  our 
Sunday  Art  programme  "Prefect". 


Should  the  girl  in  the  problem  play 
send  the  postcard?  No  need  to  em- 
phasise the  additional  realism  if  the 
letter-box  is  shown  to  be  red. 
Think  of  the  wealth  of  very  old 
material  we  shall  be  so  glad  to  see 
again  in  tints:  The  Scarlet  Pimpernel, 
Yellowsands,  Rose  Marie,  Snow 
White  and  Little  Red  Riding  Hood- 
all  will  have  a  new  validity  if  the  300th 
revival  is  in  the  New  Process. 
For  International  Athletics,  although 
the  point  of  the  whole  thing  is  to  take 
part  and  to  have  fun,  there  is  no 
harm,  since  the  competitors  when 
they  are  not  standing  to  attention  for 
the  national  anthems  are  hop  skip- 
ping and  jumping  in  their  national 
colours,  if  these  flags  are  made  un- 
mistakable in  Schweppsicolor.  Sex, 
it  may  be  noted,  is  more  so  in  colour, 
and  in  ourweek-end  Schweptacular, 
the  chorus  of  ninety  look  particularly 


interesting  in  pink,  even  if,  on  your 
screen,  the  legs  are  only  two  thirds 
of  an  inch  long. 

FITMENT.  The  adapter  to  your  existing 
set  is  so  simple  that  all  you  need  is  an 
insert  mechanism  for  diecast  case  with 
centre  toggle  to  the  ordinary  two  speed 
timebase  switch  and  a  cold  cathode 
trigger  utilising  varying  reluctance. 
With  "equilibration  steady"  the  watch- 
word, you,  the  handy  man  of  the  house, 
can  give  the  children  a  happy  Sunday 
while  they  watch  you  at  work. 


Written  by  Stephen  Potter;  designed  by  George  Him 


S C H W E P P E R V E S C E N C E       LASTS       THE       WHOLE       DRINK  THROUGH 
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Who  are  to  day  s  patrons? 


T(  M )  A  \  ,  many  of  the  ( liicf  patrons  of  tlic  Arts  arc  leading 
men  in  in(lu^l^\  and  ( ommrrcc.  They  are  important 
collectors  oldnc  tliinL;s  cither  (or  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  ihk  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

THE  FINANCIAL  TIMES  caiers  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY   HENSCHEL,   ADVERTISEMENT  DIRECTOR,   BRACKEN  HOUSE,    10  CANNON   STREET,  LONDON,  EC4 
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S.  W.  WOLSEY 

71-72  Buckingham  Gate,  London,  S.W.I 

Telephone :  Abbey  5894 


BEAUCHAMP  GALLERIES 


8  BEAUCHAMP  PLACE  S.W.3 

Telephone:  Kensington  5716 


MEMBER  OF  THE 
B.A.D.A.  LTD 


MEMBER  OF  THE  BRITISH 
ANTIQUE  dealers'  ASSOCIATION  LTD 


GORDON  SMALL 


Telephone  : 
CALedonian  7710 


ISUIfH 


Good  quality  Regencv  cabinet  ^v'ith 
oyster  veneers  of  laburnum  wood, 
with  brass  lines,  inlaid  on  faded 
mahogany.  Lpper  doors  coyer  a 
fall  with  oysters  of  laburnum  on 
both  sides;  interior  conyertible  to 
other  uses;  adjustable  shelf  beneath. 
This  cabinet  w  as  probably  made  in 
Scotland  from  a  native  laburnum 
tree. 

Extreme  height  66  in.,  width  39  in., 
depth  14  in. 


90  PRINCES  STREET 
EDINBURGH 


-•5f 
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^    -fND  MARCH  -  29TH  APRIL  I962 


AYER  of  BATH 


Member  of  The  British  Antique  Dealers'  J 


Association  Ltd. 


Telephone  BATH  4795 


8  and  9  Q^UIET  STREET,  BATH 


LOWE  &  SONS 

ANTIQUE  SILVER 


li  BRIDGE  STREET  ROW 
CHESTER  25850 


A  COMMONWEALTH  CUP 

On  inverted  trumpet-shaped  foot,  matted,  61  in.  high.  Maker:  E.T.  Dated  circa  1655. 
Collections:  Thos.  Taylor  Esq..  of  Chipchase  Castle;  Sir  Leonard  &.  Lady  Stone. 
Shown  at  Festival  of  Britain  Exhibition,  Chester,  1951. 
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P  SlgPiK 


I.e  Port  (le  Marseille 


STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


EXHIBITION  OF  FRENCH  POST- IMPRESSIONISTS 


built-in 


Some  things 

speak  for  themselves  .  . 

Hence,  there  is  little  further 
we  can  add  to  enhance  the 
attraction  of  this  scene 
except  perhaps  to  mention 
this  could  belong  to  you ! 

Postscript 

The  entire  room  setting  w  as 
designed  and  executed  by 
Built-in  Furniture  Limited 
{specialists  in  complete 
home  decor), 
so  the  materials 
and  craftsmanship  are 
fully  guaranteed. 

furniture  limited 


Write  for  the  free,  fully  illustrated  brochure  to: 
Dept.  CN  1/3,  116  Wigmore  Street,  London  W.l.  Telephone:  WELbeck  6849/6840 
Showrooms  at  116  Wigmore  Street  and  at  461  Finchley  Road,  N.W.3.  HAMpstead  1827 
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Pine  Panelled  Room 

Mid  Georgian  Pine  Panelled  Room 
finely  carved  Doorways,  Chimney]! 
cornice,  chair-rail  and  skirting  moulcl 
This  panelling  is  in  mint  condition! 
has  been  stripped  of  paint. 


Adam  Period  carved  Piiiewood 
Chimneypiece  of  fine  tletail. 

Length  of  shelf  6'  6" 

Total  height  4'  9" 

Opening  width  4'  9j" 

Opening  height  3'  8^" 


^  Pair  ol  iMi|M»rlanl  and  lin«*ly  (tarvcd  wliii 
^  iria  rldr  I  iioiiH. 

Length  3'  3"    Base  3'  8"  /  1'  5" 

Fine  (jiialily  (l(!nlury  Hureau  liookeane  o 

(ad(Ml  Malni^any. 

Total  height  7'  I" 
Total  width  3'  6" 
Total  depth    1'  10" 


I  An  Adam  Period  Chimneypiece  of  Statuary  and 
I  Siena  marbles,  the  fluted  frieze  panels  and 
jambs  inlaid  with  Derbyshire  Spar  (Blue  John) 
of  fine  rich  colour.  Contemporary  steel  Register 
Grate  with  decorated  painted  panels. 


Length  of  shelf  5'  8f 
Opening  width  3'  8j" 


Total  height  4'  4" 
Opening  height  3'  3^' 


T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD.) 
282  NORTH  END  ROAD.  FULHAM.  LONDON,  S.W.6 
Telephone:  FULham  1375-7     Cables:  Antiquity.  London 
Please  note:  We  close  1.0  p.m.  Saturdays 


BRONZE  BIRD 

Early  XVII  Century 

GERMAN 

Height  4^  in.,  length  6i  in. 

CIRCLE 

of 

CASPAR  GRAS 


Sculpture  and  Works  of  Art 

PEEL  &  HUMPHRIS  LTD 


37  NEW  BOND  STREET  LONDON  Wl 

MAYFAIR  6240 


MARCEL  ROSEMII 

COMPAGNIE  DES  ARTS  ANCIENS 
23  Rue  du  Bac 
PARIS  VII 

PHONE  BAB  21-83 


A  RARE  MEISSEN  CROUP  OF  THREE  MINERS 
XVIIIth  CENTURY 


Established  i8ij 

Head  office: 

91-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 


also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -    MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custombrokers        -        Travel  Agents 
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VALUATIONS 

f    TEMPLE  ] 

\Y/I  I  1  I  A  HAQ 
WILLIA/VI3 

UMIl  ED 

WORKS  OF  AR  T 

ANTIQUES 

HAUNCH  OF  VENISON  YARD 
BROOK  STREET  LONDON  Wl 

MAYFAIR.  14  86 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

hauno^J::^^-.!!^^^-^^^  This  quaint  address  is  approached  by  a  narrow  turning 

  situated  between  Bond  Street  and  South  Molton  Street. 

BOND  Sr/^£T 


A  Sheraton  salinwood 
Bureau  bookcase. 

C.  1800 

6  ft.  high,  4  fl.  wide, 
1  ft.  10  in.  deep 

(gee  Sheraton's 
Drawing  Book) 


HOWARD 


8  DAVIES  STREET         BERKELEY  SQUARE         LONDON  W.  1 


DUITS 


LTD 


Finest  examples 
of 

ryth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,   LONDON,  S.W.i 

Telephone  :  Whitehall  7440 


In  the  centre  of  the  City  of  London  midway 
between  The  Mansion  House  and  St.  Mary  le 
Bow  Church  (Bow  Bells)  there  is  a  Uttle  old 
fashioned  business  which  has  been  in  existence 
over  half  a  century. 

The  Corporation  of  London  have  a  notice  on 
the  wall  of  the  shop  which  states  'St.  Thomas  a 
Becket  was  bom  near  this  spot',  but  today  the 
beautiful  premises  are  the  home  of  The 
Worshipful  Company  of  Mercers  the  Premier 
Livery  Guild  of  the  City. 

The  little  business  on  the  corner  at  number 
90  Cheapside  has  quite  a  nice  collection  of 
English  Antique  Silver,  and  if  you  call  you  might 
find  just  the  piece  you  had  in  mind  to  purchase. 

Should  it  not  be  convenient  to  call,  if  you  send 
a  letter  to  Hicklenton  &  Philhps  at  90  Cheapside, 
E.C.2  stating  your  wants  together  with  the 
approximate  amount  you  expect  to  pay,  you  will 
receive  a  courteous  and  prompt  reply. 


f  J.  R  HAGNAUER 

"  10  RUE  DE  SEINE 

PARIS  .  VI 


FURNITURE  &  OBJETS  D'ART 
OF  THE  XVIIIth  &  XlXth  CENTURY 

Curiosities  of  all  periods 
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DFNNIS    VANDERKAR  GALLERY 

'I  III    nil  nil  ROMANTIC  SCHOOL' 
ixniinnoN  of  fine  nineteenth  century  paintings 


until  17th  March,  1962 

Wcpkd.iys  10  .i.tn.     h  |).in.  S.iturdoys  lo  .i.tii.      i  [i.ni. 


KASPERUS  KAKSEN 
Amsterdam  1810-1896  Bieberich 
Canvas  22 J  X  35^  inches 
Signed  and  dated  1861 

l\CLUDI\G  WORKS  BY  THE.  EOLLOWI\'G  ARTISTS: 
WILLEM   EICKELBERG  HUBERTUS  VAN   HOVE         KASPERUS   KARSEN  WILLIAM  KOEKKOEK 

HERMAN  KOEKKOEK        CHARLES   LEICKERT        HENRIETTE  RONNER        CORNELIS   SPRINGER,  &c. 


14  Mason's  Yard 
Duke  Street    St.  James's 
London  S.W.i 

Tel:  Whitehall  6994  and  Hampstead  3740 

lllvstrated  Catalogue  in  aid  of  The  Netherlands  Benevolent  Society 


PICCADILLY 

•S  STREET 

JERMYN 

(-; 

STREET 

LD 

JAMES 

UJ 

ID 

n  MASO\'"S 

yardJI 

RYDER  STREET 

Dennis 

Vanberkab. 
Gallery 

KING  STREET 

W.G.T.BURNE 

(Member  of  The  British  Antique  Dialers'  Association  Ltd.) 

Specialist  in 
OLD  ENGLISH  AND 
IRISH  GLASS 


A  fine  6-light  Adam  Chandelier  with 
6  upper  arms,  canopies  and  spires,  pear 
drop  chains  and  finials. 

Height  4  ft.  I  in.    Circa  1790. 


27  DAVIES  STREET 
BERKELEY  SQUARE,  W.I 

Mayfair  4489 


VISIT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION 
AT  THE  VICTORIA  &  ALBERT  MUSEUM,  MARCH  2  -  APRIL  29 


Gillis  DEMARTEAU(  1722-1 776)  after  J.  B.  HUET,  Grandes  Pastorales  No.  601  &  602 

Galerie 

G.  CRAMER 

38  Javastraat  -  Tel.  63  67  70 

THE  HAGUE 

Old     Master  Paintings 

Renaissance  Bronzes 
Portrait  Miniatures,  Colour-prints 

CATALOGUE  No.  7  -  1962   FREE   UPON  REQUEST 


Limestone  head^p  lifesize. 

Palmyra:  late  2nd  century  a.d. 

David  Drey 

FLAxman  -^izS} 
344  Kings  Road  Chelsea  London  SW3 

FURNITURE   SCULPTURE  WORKS  OF  ART 
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LARGE  COUCH  in  carved  and  gilded  wood  supported  on  ten  baluster  legs 
linked  by  double  interties  with  rock-work  and  shell  carving.  The  couch 
is  decorated  with  cornucopiae,  masks,  flower  blossoms  and  garlands,  birds 
and  quivers  on  a  checked  or  trellised  ground.  Period:  17th  Century. 

Bibliography:  'Dictionnaire  </e  rameublement'  Htnri  HAYARD,  Vol.  I , 
reproduced  page  64a-'Le  Mobilier  au  XYII  et  au  XYllle  siede'. 

Emile  MOUNIER,  reproduced  page  91. 
Exhibited  at  the  'Mus<e  des  Arts  D^coratifs'  in  Paris,  May-October  I960. 

Exhibited  at  the  Victoria  &  Albert  Museum  on  the  occasion 
of  the  CI.N.O.A,  Exhibition  March-April  1962. 


PARIS 


H.  S.  WELLBY    i6c  Grafton  Street,  London  Wi 

Telephone:  Hyde  Park  1597 


I'air  ol  sil\er  I  aiikards.  Hamburg  c.  \h2o.  9  inches  high 


GABRIEL  D£ 
SAINT  AUBIN 
{1724-1780) 

The  Gardener 
and  his  Lord 

Pencil  and  ink  drawing 
with  white  highlights : 
I  2.5  ■  8  cm.  Bearing 
the  stannp  of  the 
Marius  Poulme 
collection 


GALERIE  BEAUYAU 

PAINTINGS  and  DRAWINGS 

6  rue  des  Saussaies,  PARIS  Vllleme 


Fine  DIRECTORY  Period  Clock  by  BOURRET 
with  Blue  Enamels  by  Cotteau 

Jean-Baptiste  DIETTE 

ANTIQUE  CLOCKS 

7  rue  Sainte-Anastase    PARIS  3^     Founded  m  1852 
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RONALD  A.  LEE 

The  Old  Court  House,  The  Green,  Hampton  Court 

Telephone:  Molesey  1310  Cablegrams :  Wrenhouse,  Hampton  Court 


Amongst  ten  items  that  I  am  exhibiting  at  the  Victoria 
and  Albert  Museum  during  March  and  April  wiU  be 
this  exceptionally  fine  small  walnut  bracket  clock  by 
DAVID  HUBERT,  LONDON,  lOi  inches  high.  All  the  mounts 
are  silver  and  silver-gilt,  including  the  dial  and  the  side 
panels  which  are  chased  with  mask  heads  and  arabesque 
designs. 


9  * 


r 


i  0 


J  ' 


I.  ^ 


(Member  of  The  Brit/sh  Antique  Deo/ers'  Assoc/otion  Ltd.) 

70  SOUTH  AUDLEY  STREET 
LONDON,  W.I 

Telephone:  HYDe  Park  5288 
(and  at  36  HIGH  STREET,  OXFORD) 

Telephone:  Oxford  4197 


FINE  TAPESTRIES.  SAVONNERIE  and 
AUBUSSON  CARPETS,  NEEDLEWORK 
and  BROCADES 

ENGLISH  and  FRENCH  FURNITURE 


An  excellent  Queen  Anne  embroidered  Bedspread  on  linen. 
The  pastel  shade  colouring  in  green,  yellow,  blue,  pink  and  red. 
Size  g  ft.  g  in.  x  8  ft.  lo  in. 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones:  Mayfair  2608/9/0,  2066 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


A  N  r  I  Q  U  E  S 
FURNITURE 
UPHOLSTERY 
CUR  TAINS 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORA  T ION  S 
H  E  A  TING 
VALUATIONS 


A  fine  faded  mahogany  serpentine 
fronted  Sheraton  side  board. 

Length  5  ft.  2  in. 
Depth  at  centre  2  ft.  2  in. 
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PAIR  OF  INCENSE  BURNERS  IN  CHINESE  PORCELAIN  OF  THE  K'ANG 
HSI  PERIOD  WITH  18th  CENTURY  CHASED  GILT-BRONZE  SETTING 


ANDRE  MAVON 

INTIPES  ■  OBJETS  D  ART  ■  XVIIItb  GENTURV 

PARIS 

238  Faubourg  Saint  Honore 

PHONE:  CARNOT  2243 


■  i 

A  pair  of  fine  Sheraton  demi-lune  commodes  in  Satinwood, 
J4  inches  wide,  22  inches  deep,  32  inches  high  overall,  the 
centre  drawers  flanked  by  cupboards. 


EIGHTEENTH  CENTURY  ENGLISH  FURNITURE 


L.  LOEWENTHAL 


Member  of  B.A.D.A. 


4  ST.  JAMES'S  STREET,  LONDON,  S.W. 

Whitehall  1781 


^^ove*^  'S^UseA  ^^/t(A>n 
Hyde  Park  47 1  i 


COIN  &  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  l4/9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I    Telephone:  LANgham  3677 


C.  &  D.  O'DONOGHIJE 

Member  of  The  British  Antique  Dealers^  Association  Ltd. 

FINE   STOCK   OF   ENGLISH  CHINA 
12   Victoria   Parade,   TORQUAY,  Devon 

Telephone:  3567 


P.  H.  GILLIIVGHAII 

M. B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 

8  CHERTSEY  STREET  'LYNDHURST'  LONDON  ROAD 

GUILDFORD  GUILDFORD 

Telephone:  5750  Telephone:  61952 
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RV  APfoiNrMrNr 

ro  H.M.  ql'KltN  Kl  If  All»  I  M 
TMK  (^I'rrN  MDTIirR 

riNr  ART  niiAi  rR.t 


rABTNrRi: 

n»rAR  r.  ioiinvin 

II.  r.  |.  I  roiiAT  r 

A.  K.  IRANI  m 
r.  A.  n.  JDHNHOM 


IIY  Al  I  'll  .  I    11  I 
TO  TUP  I  A  1 1 
yllpPN  MARV 
HNK  ART  nP.AI.rRS 


LEGGATT  BROTHERS 


E  M  \  II I  I  s  1 1  I  I  >    I  ,S  2  o 


PORTRAITS  OF  Wft.  AND  MRS.  ROBERT  PIGOTT  OF  CHETWYND 

by 

SIR  JOSHUA  REYNOLDS,  p.r.a. 
Canvas  sizes  28  X  23  inches 


30    ST.   JAMES'S    STREET,   LONDON,    S.W.  i 

Telephones:  Whitehall  3772  and  32^2  Cables:  Leggabros,  Piccy,  London 


THE  INTERNATIONAL  ART  TREASURES  EXHIBITION,  \  ICTORIA  &  ALBERT  MUSEUM 

March  2nd  —  April  29th 


SPECIALISTS    IN    THE    FINEST    ENGLISH    AND    IRISH  GLASS 


ALSO  EARLY 
ENGLISH  POTTERY 
AND  PORCELAIN 


3  GROSVENOR  STREET 
NEW  BOND  STREET 
LONDON,  W.I 


A  group  of  fine  early  English  goblets  of  the  baluster  period.  Circa  1690-1720. 


I 


I 


Telephone:  GROsvenor  3130 


Ranging  in  height  from  8^-1 1^^  inches. 


Cables:  CRYSTALDAV  LONDON  W.l' 


KLAES  MOLENAER 
1630-1676 

Panel  22  x  33  inches 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


io8  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


BLAISE  PRESTON  LTD. 

Old  Master  Paintingrs 


152  HIGH  STREET  NORTH.  DUNSTABLE.  BEDS. 

{Ml  or  AS  -  London  32  miles)  Tel:  Dunstatle  62595 


8/e^a/t4  3^ome4  dedeA^ve 

LAMPS  &  SHADES 

NITA  MILLER 

1  .xi|uisitcly  liisi.nncil  lampshades  arc  matic  to  order  t|uickly 
and  tiiiciciiily  in  our  own  \vorkrof)in.  The  expert  advice 
<){  designers  Nita  and  Lyn    Miller  is  alw.iys  available. 

Nita  Miller,  63 a  Grosvcnor  Street,  W'.i 
May  fair  095 1 
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ANTIQUE  SILVER 


I'.iir  i>f  Queen  Anne  C  andlesticks  by  Robert  Kcmpton,  London  1711  1712.  Height  6^  inches. 
Weight  20^  ounces.  Pair  of  Tapersticks.  George  II.  London  1730-1  and  1731-2.  Maker's  mark 
I  intersecting  C".  Height  4]  inches.  Weight  5^  ounces.  Pair  of  George  I  Candlesticks  by  Henry 
Daniel.  Dublin  1 71 7- 1 71 8.  Height  5 i  ounces.  Weight  1 8  ounces. 


Salver,  George  U,  by  Edward  Feline,  London  1734-5.  Resting  on  four  lion-paw  feet.  Very  fine 
contemporary  armorial.  Diameter  19  inches.  Weight  104  ounces. 


from  the  Collection  of 


We  are  interested  in  purchasing  fine  early  Silver 


LOUIS  WINE  ltd 

Fine  An  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


Two  Pairs  niatclaing  George  III  Candlesticks  by  Ebenezer  Coker,  1763.  10  inches  high 


Antique  English  Sillier 
LONDON:  43  Museum  St.,  W.C.i 
Holborn  2712 


S.  J.  SHRUBSOLE 

LIMITED 


Old  Sheffield  Plate 

NEW  YORK:  104  East  57th  Street 

Plaza  3-8920 


GALERIE  INTERNATIONALE 

D'ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 

Mathieu 

PARIS,  1" 

Guiette 

253,  RUE  SAINT-HONORE 

Compard 

Tel:  Opera  32.29 

BRUXELLES,  V 

Degottex 

208,  AV.  F.  ROOSEVELT 

Dangelo 

Tel:  72.09.79 

Corbero 

ZURICH,  1 

Viola 

NOSCHELERSTRASSE  31 

Tel:  25  17  48 

A.  Pomodoro 

G.  Pomodoro 

In  the  front  line  of  contemporary  art 

ARTISTS  OF  FAME  AND  PROMISE 

HENRY  SPENCER 

^^^^  &  SONS 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 


EYAM  -  Derbyshire 

By  Order  of  the  Executors  of  the  late  Guy  Nicholson  Esq. 
THURSDAY  and  FRIDAY,  12th  and  13th  APRIL,  1962 

IMPORTANT  TWO-DAYS  SALE 
OF  THE  CONTENTS  OF 
EYAM  DALE  HOUSE 

{Illustrated  Catalogues  2/6d) 


VALUATIONS  FOR  ALL  PURPOSES 
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SCHUBERT 


Antiques 


Andrea  Briosco  called  Riccio  (1470-1532) 
Cherub  with  shell.  Hcipht:  4J  inches 

Lto  Planiscig:  ' Piceoti  brorui '  calatogur,  1933,  No.  27 


Andrea  Briosco  railed  Riccjo  (1470-1532) 
'Tobiolo'.  IIci;^ljt:  7  inches 

Leo  Planitci)::  ' Ptccoli  bronzi  '  culattigue,  1933,  No.  26 


in 


22  Corso  Matteotli 


MILAN  (Italy) 


Telephone  70.20.74 


Andrea  Briosro  called  Riccio  (1470-1532) 
Seated  monkey.  Heiglit:  5J  inches 
Lee  Planiicig: '  PircoU  hromi '  catalogue,  1933,  No.  31 


Valeria  Cioli  (1529t159<)) 
'Morgante'.  Height:  5J  inches 
Lto  Planitcig:  'PiccoU  bronii'  calalogur,  1933,  No.  110 


DELOMOSNE  &  SON  LIMITED 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 


(Bit  Cngltsil)  anb 

OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

NEEDLEWORK 
PICTURES 


A  pair  of  Chelsea  Fable  Groups  of 
extremely  fine  quality  -  The  Dog  and 
Ox"  (Dog  in  the  manger)  and  'The  Ass 
and  the  Dog'  (Fable  unidentified). 
Gold  anchor  marks.  Height  10  inches 


VISIT  THE 
INTERNATIONAL  ART  TREASURES 
EXHIBITION 
VICTORIA  &  ALBERT  MUSEUM 
MARCH  2  until  APRIL  29 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  1804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON  W.8 


PARDO 

PRIMITIVES.   OLD  MASTERS 
FRENCH   EIGHTEENTH  CENTURY 


160,   Boulevard  Haussmann 
PARIS  8° 


Tel:    Carnot  66-51 


PIERRE  de  REGAINI 

CHINA  -  18th  CENTURY-OBJECTS  OF  VERTU 

6,  RUE  DE  BEAUNE 
Phone:  LIT  42-67 

PARIS  VII 


■  I. 
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BIGGS 


()/  MAIDENHEAD 


I'SIAIillMll.n  iw, 
Open  ;ill  (l;iy  on  Saturdays 


A  tink^mtKcnt  Ail.im  i.ibinct,  on  origina 
st.uid.  bcautihilK  vcnccrcd  in  yew  wood, 
satiiiw  ood.  and  various  woods.  Circa  1780 

Height  4  ft.  7  in.,  width  2  ft.  7  in. 
depth  I  t"t.  >  in. 


VISIT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION 
VICTORIA  &  ALBERT  MUSEUM 
MARCH  2nd  -  APRIL  29th 


26,  28,  30  &  32  HIGH  STREET,  MAIDENHEAD,  BERKSHIRE      tel.  o  lines)  223.  963-964 


Torso  of  Vishnu  in  pink  sandstone,  Indian  Art, 
Khajurao,  Xth  century  A.D.  Height:  72  cm. 

J.  C.  MOREAU-GOBARD 

ASIAN  ARCHAEOLOGY 

PARIS 

16  AVENUE  GEORGE  V    Phone:  ELY  44-86 


OVER  three  million  pounds  worth  of  art  treasures  will  be  shown  in  the  Exhibition  Room 
at  the  Victoria  &  Albert  Museum  London  from  2nd  March  to  29th  April,  and  will  provide 
visitors  with  a  rare  opportunity  of  seeing  an  entirely  fresh  collection  of  furniture,  porcelain,  pottery, 
silver,  pictures,  jewellery,  bronzes  and  other  works  of  art.  All  the  pieces  are  loaned  by  members  of 
C.I.N.O.A.,  the  International  Confederation  of  Art  Dealers. 


THESE  treasures  have  been  sent  to  London  from  France,  the  United  States,  Italy,  Holland, 
Germany,  Belgium  and,  of  course,  from  all  over  Great  Britain.  We  are  proud  to  have  been 
appointed  the  official  packers  and  shippers  by  The  British  Antique  Dealers  Association,  who  have 
been  responsible  for  all  the  very  hard  work  in  organising  this  Exhibition.  Of  course,  packing  and 
the  transportation  of  works  of  art  has  been  our  particular  interest  for  nearly  thirty  years  and  as  can 
well  be  imagined,  many  millions  of  pounds  worth  have  been  packed  and  shipped  by  us  to  every 
comer  of  the  world.  We  must  admit  that  this  personal  interest  has  given  us  the  greatest  possible 
pleasure,  which  we  are  quite  sure  has  been  shared  by  our  chents. 


NDEK  &  WHITE  LTD.     25  CHEVAL  PLACE  .  BROMPTON  ROAD     LONDON  S.W.7 

Tel:  KNIGHTSBRIDGE  o6a6 


BRACHER  &  SYDENHAM 


QUEEN  VICTORIA 
STREET 

READING,  BERKS. 

Established  1790 
Telephone:  53724 


A  Fine  Pair  of  QUEEN  ANNE  Candlesticks 
1702,  by  John  East 

Height  6f  inches.  Weight  34^  ounces 


Joseph  &  Earle  D.  Vandekar 


•  ♦  »  ♦  ♦ 


Pair  of  Rare  ORIENTAL  LOWESTOFT  Soup  Tureens  and  Covers  decorated  with  Armorial  Bearings  in  colour,  each  piece 
inscribed  in  china  ink.  'Canton  in  China  24  Jan'y  UQV  as  illustrated  in  J.  A.  Lloyd  Hyde's  'Oriental  Lowestoft' 

Plate  XIII.  The  Platter  is  in  the  Metropolitan  Museum  of  Art. 
Large  Oriental  Lowestoft  Vase  decorated  in  orange  with  'Fitzhugh'  pattern. 
Chinese  Porcelain  decorated  with  Armorial  bearings.  Sailing  Ships,  European  Figures  or  flowers,  and  any  pieces  decorated  in  sin^ilar  pattern  to  the  large 
vase  illustrated,  as  well  as  Fine  English  and  Continental  Porcelains  always  purchased. 

4  BEAUCHAMP  PLACE,  LONDON,  S.W.3  and  1 16  BROMPTON  ROAD,  LONDON,  S.W.3  (First  floor) 

Telephone:  KENsington  8052  Telephone:  KENsington  8481 
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STONE  HEAD  OF  BUDDHA 
GANDHARA  2nd  CENTURY 
Height:  36  cm. 


IE 


C .  T.  LOO  & 

ASIAN  ART 
48  Rue  de  Courcellcs  41  East  57th  Street 

PARIS  NEW  YORK 


Established  1910 


SYDNEY  L.  MOSS 

81  DAVIES  STREET,  LOI4DON,  W.I 


MAYfair  4670 

Fine  Old  Chinese 
Ceramics 
and 
U/orks  of  Art 


A  Fine  pair  of  Chinese  por- 
celain Ginger  Jars  decorated 
with  figure  subjects  in  land- 
scape in  the  Famille  Verte 
palette.  K'ang  Hsi  period. 

A.D.  1662-1722. 
Height  10  inches  including 
wood  covers  and  stands. 


Visit  the  International  Art  Treasures 
Exhibition  at  the  Victoria  and  Albert 
Museum,  March  2  -  April  29. 


DMID  BLACK  &  SONS 

1  BIJRLIIVGTOIV  GARDEIVI^ 
XEW    BOIVD     I^TRl^ET,     W.  1 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Ohjets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash  any  of  the  aforementioned 
Works  of  Art. 

^  We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,  Bronze,  viz.  Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
"DAVIBLACK,  LONDON  W.l" 

and 


Telephone: 
HYDE  PARK  3851 


MR.  BERNARD  BLACK 
1062  MADISON  AVENUE,  NEW  YORK  21 

Telephone:  TRAFALGAR  9-2171 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET,  LONDON,  W.l 


Welbeck  8934 


Robert  de  Freshes 


ANTIQUES  and  OBJETS  D'ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 


CESSNOCK  CASTLE 

G  A  L  S  T  O  N 


AYRSHIRE 


Galston  314 


EXPORTERS 


Trade  enquiries  invited 


JUST  OFF^/^g^TMIE  PRESS 

AUCTION  PRIclf^lCw'h^RT  MUSEUMS 

f/Jy^  Anniversary 

NATIONAL  CLASSIFIED  DIRECTORY 

of  A/^^ 

THE  U.S.  ART  &  ANTIQUE  TRADE 

121  East  57th  St^^^^^^^^York  22,  N.Y. 
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62  UfHilvvanl  (U*  WatcrUm 


SHOWN  AT  THE 
INTERNATIONAL  ART  TREASURES  EXHIBITION 
VICTORIA  &  ALBERT  MUSEUM 
2nd  MARCH  -  29th  APRIL  1962 


CI 


ANTIQUES 


Opened  at  2  p.m..  April  4th  by  the  Hon.  Mrs.  Gerald 
Lascelles.  an  exhibition  of  English  and  Continental 
Antiques  all  made  prior  to  1830.  Also  Bijouterie  and 
Carpets  prior  to  1851.  All  exhibits  are  replaced  as  sold. 
The  Fair  will  be  open  from  1 1  a.m.  to  7.30  p.m.  exclud- 
ing Sundays.  Admission  3  6,  opening  day  5  -.  A  fully 

licensed  bar  and  restaurant  open  all  day. 
Enquiries  to:    Josephine  Grahame-Ballin 

Antique  Dealers  (Exhibitors  and  Organisers)  Ltd. 
21  George  Street.  St.  Albans.  Herts. 
Tel:  St.  Albans  56069 


CHELSEA  TOWN  HALL 
April  4th -14th 
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The  APRIL  1962 
issue  of 

The  Connoisseur 

will  include 
the  followino  articles — 

THE  WINTHROP  BEQUEST  OF  FORTY-EIGHT 
CLOCKS  to  the  Fogg  Museum  of  Art,  Harvard  University, 
is  described  by  Professor  Ronald  Graveson  (Dean  of 
University  of  London,  King's  College). 

The  story  of  a  rare  piece  of  German  silver,  the  KELB  Y 
FONT  BOWL,  discovered  in  a  Lincolnshire  vicarage,  and 
other  pieces  by  the  same  maker  in  Copenhagen  and 
Hamburg,  is  told  by  the  Reverend  Peter  Hawker  (Secretary 
of  the  Lincoln  Cathedral  Treasury). 

JAMES  ROGERS,  a  leading  porcelain  painter  at  the 
\X'ORCESTER  factory,  circa  1760 — an  article  for  collectors, 
by  Mr.  Hugh  Tail  of  the  British  Museum. 

Opinions  can  no  longer  differ  on  the  earhest  known 
Sampler.  Mr.  Donald  King  (The  Victoria  and  Albert 
Museum)  describes  and  illustrates  a  si.xteenth-century  dated 
recent  museum  acquisition. 

In  addition  there  will  be  all  the  regular  features — 
The  Connoisseur's  Diary, 
International  Saleroom,  and 
The  Connoisseur  in  America,  etc. 
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CONNOISSEUR  REGISTER 


Long  Esta"blished  ANTIQUES.  SOFT  FURNISHINGS  AND  CABI- 
NET NL\KERS"  Business  for  Sale  as  a  Going  Concern.  Situated  30 
miles  south  of  London,  in  a  well  populated  Town.  Double  fronted  shop, 
with  main  road  frontage  of  over  29  ft.  Excellent  shop,  showrooms,  offices, 
attractive  maisonette.  Large  storerooms  and  workshop  buildings  at  rear. 
Established  over  60  years.  Many  notable  Clients.  Lease  10  years  at  a  Rent 
well  below  market  value.  Full  details  and  price — applv  Owner's  Agents: 
Harrods  Ltd.,  32-36  Hans  Crescent,  Knightsbridge,  S.W.l.  Tel.  KEN 
1490  Extn  820. 

WANTED  bv  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1870).  Write:  B.  Mastai,  2 1  East  57th  Street,  New  York  22,  N.Y.  (U.S.A.) 

DUNNING'S  ANTIQUES  purchase  and  offer  Ship  Figureheads,  Sun- 
dials, Globes.  Scientific  Instruments.  Earlv  Carvings.  Rushlight  Holders, 
Sandglasses,  Door  Furniture.  58  Holy\Nell  Hill,  ST.  .\LB.\NS.  51065. 

GARRARD  &  CO.  LTD.,  Crown  Jewellers,  are  particularly  interested  to 
purchase  Table  SiK  er  such  as  Tea  and  Coffee  Services,  Trays,  Waiters, 
Dishes,  Spoons  and  Forks,  Candlesticks,  Candelabra,  etc :  also  all  types  of 
.Antique  Silver,  .Antique  Jewellery,  and  17th  and  18th  century  English 
Clocks.  Send  pieces  to  1 12  Regent  Street,  London,  W.  1 .,  or  we  will  gladly 
arrange  for  a  representative  to  call. 

YE  OLDE  TYMES,  27  High  Street.  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery.  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 

For  Sale:  ANTIQUE  BUSINESS  off  Palace  Gate.  W.8.  £1  includ- 
ing ;C1,500  stock,  F  &  F,  etc.  £20Q  p.a.  ex.  9  years— until  March  1971. 
Liquidation  of  Partnership.  Tel :  WEStern  3036. 

Chronometers,  deck  watches,  stopwatches  and  watch  spares  for 

Disposal  from  the  Unique  Collection  of  Chas.  Frank  Ltd.,  Saltmarket, 
Glasgow. 

WANTED  to  buy.  Paintings  by  William  A.  Walker,  or  W.A.W., 
Libraries,  Old  letters  with  Stamps,  .Antique  Furniture,  China,  Silver, 
Old  coins,  American  Historical  paintings,  Netsukes,  Papersveights, 
Southern  items  always  wanted.  Schindlers  -\ntique  Shop,  200  King 
Street,  Charleston  5,  S.  Carolina.  L'.S..A. 

YOUNG  MAN,  26,  well  educated,  5  years'  experience  good  class  provin- 
cial business  SEEKS  CHANGE.  London,  provinces  or  abroad.  Box  No. 
7212. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  .Antiques,  Pictures,  Silver,  etc.  f^Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296.) 

CLASSICS  of  SPACE  ART.  200  oil  paintings  for  exhibitions.  Herb. 
Loewenthal,  Dos  Planet  b.,  Nationalpark,  Zurich  7,  Kluseggstr.  16 
(Switzerland  . 

LONDON  CONTACT  NEEDED  for  importing  fine  Antiques  to  Cent- 
ral U.S. — write  particulars  and  arrangements  necessary — responsible 
firm.  Box  No.  7213. 

DA\'IES  STREET  W.l  (opposite  Claridges  Small  lock  up  shop  with 
basement.  Ideal  Antiques.  Rental  ;^650  p.a.  excl.  Premium  ;^5,000. 
Residual  Stocks,  Fi.xtures  and  Fittings  of  High  Class  .Antique  Salon  may 
be  purchased  bv  arrangement,  ^\'allrock  &  Wallrock.  Guildhall  Square, 
Portsmouth.  23421  2  3. 

Chinese  Ivory  Carved  Figures.  Chess  sets.  Floral  and  Dragon  boats 
and  other  ivory  pieces.  List  av  ailable.  Trade  supplied.  Zerdin,  67  West- 
bourne  Grove,  London,  W.2.  BAYswater  0946. 

Binders  for  your  Connoisseurs!  And  you  can  do  it  yourself  Three 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red  leather-cloth, 
with  rounded  corners,  the  name  The  Connoisseur  gold-blocked  on  the 
spine.  Price  each  16s.  6d.  ($2.39)  inclusive  of  postage,  packing  and 
insurance.  Extra  blocking  on  the  spine  for  dates  costs  an  additional  Is.  3d. 
(17  cents  )  per  binder.  Order  from  The  Belgrai  e  Library,  22  Armoury  Way, 
London,  S.W.IS. 

Register  advertisements  are  1  -  per  word,  minimum  15  which  must  be  prepaid 
and  sent  to  the  Advertisement  Manager,  THE  COWOISSEUR,  13-17  \E\V 
BL'RLLXGTOy PLACE,  LO\DOX  'I'  --  (Gerrard  8166.  )  Addresses  or  Box 
\umbers  must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  dumber.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for 
any  sales  effected. 
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The  Connoisseur  New  Guides 

Edited  by  L.  CI.  G.  Ramsey,  Editor  ot  The  Connoisseur 


Each  vohinic  in  the  series  will  provide  a  concise  and  illuminating 
survey  of  a  main  branch  of  antiques,  and  will  be  richly  illustrated 
with  examples  from  leading  museums  and  private  collections. 

The  series  as  a  whole  will  form  an  invaluable  guide  to  the 
fascinating  and  sometimes  complex  world  of  antiques,  where  a 
sound  knowledge  of  style  and  period  is  an  essential  condition  of 
good  taste  and  judgment. 

The  first  two  volumes  in  the  series  are  : 


Antique  English 
POTTERY,  PORCELAIN 
AND  GLASS 


Antique  English 
POTTERY 
PORCELAIN 
AND  GLASS 

Antique  English 
FURNITURE 


Antique  English 


A  FURNITURE 


Each  vohiinc  contains  igz  pp.  incindini^  64  pp.  nionoclironie  plates.  9I  x  6^  inches.  2^s.  net 

Further  volumes  will  include: 

PAINTINC;  &  SCULPTURE  SILVER  &  METALWARE 

TEXTILES  &:  COSTUMES  MUSIC  &  MUSICAL 

CLOCKS  &  WATCHES  INSTRUMENTS 


Obtainable  from  all  Booksellers  or  from  the  Belgrave  Library,  22  Armoury  Way,  London,  SWiS 
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WEINMULLER 

Miinchener  Kunstversteigerungshaus 
Rudolf  Neumeister 


MUNICH  2 

Brienner  Strasse  14  (Almeida-Palais) 

Telephone:  295276  &  297889 

IGO  LEVI  COLLECTION,  Lucerne 

SOUTH  GERMAN  FAIENCE  OF  THE  17th  and  18th  CENTURIES 

About  450  pieces  of  Fine  Quality 

The  best  Manufactories  of  South  Germany  are  represented 
by  characteristic  items,  including  numerous  Hausmaler  pieces 


SULZBACH  TUREEN 

in  relief,  painted  in  colours, 
sign.  'Pinxit  Fliegel  1771'. 
Height  25  cm.,  length  32.5  cnn. 
and  breadth  23  cm. 


NURNBERG  TANKARD 

mounted  in  silver-gilt:  with 
hunting  scene  in  colours, 
sign.  'M.  Sch'  (Matthias  Schmerzenreich). 
Hausmaler.  Circa  1715.  Height  20  cm. 
From  the  Austrian  hunting  seat  of 
the  Baron  Louis  Rothschild. 


AUCTION  SALE 

APRIL  II  and  12,  1962 

9.30  a.m.  and  3  p.m. 

ON  VIEW  April  6,  7  and  9       9.30  -  I  p.m.  and  3  -  6  p.m. 


Catalogue  with  20  coloured  and  about  300  black-and-white  illustrations  will  be  published  in  mid 


COT  INTERNA.TIONi^LE: 

PRESENT 
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NORBERT  FISCHMAN 
GALLERY 


Pieter  Cornelisz  van  SLINGELAND 

1 640—1 69 1 

Canvas  size  iij  X  9i  inches 


26  Old  Bond  Street,  W.i 

Tel  :  Hyde  Park  ^744 


ALEXANDER  ADAMSON 

Member  of  the  B.A.D.A.  Ltd. 


A  very  fine  Sevres  Cabaret  Service  in  mint  condition.  C.  1755 
Coloured  photographs  available  on  request 

12  RANDOLPH  PLACE 

EDINBURGH 

TgI:  gal  7310 


J.  &  W.  TWEED 


Tel.  23223 


408-410  LEEDS  ROAD 
BRADFORD  3 


Est.  1903 


{Mciiihers  of  The  Bnlisli  Antique  Dealers'  Associalion  Lid.) 


One  of  a  set  of  six  Chippendale  mahogany  chairs, 
finely  carved  and  of  high  quality.  C.  1760. 
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A  rare  silver  gilt  and  enamel  set,  comprising  Teapot  and  four  Cups  and  Saucers 

Augsburg.  C.  1710 


An  Example  from  our  Collection  of  Rare  Continental  Silver 
Visit  the  International  Art  Treasures  Exhibition,  Victoria  and  Albert  Museum     March  2  until  April  29 


Antique  Dealers'  Fair  &  Exhibition,  Grosvenor  House,  Park  Lane,  W.l      STAND  No.  78 


Valuations  for  Probate, 
Insurance  and  Division. 


DUVEEN 

Masterpieces  of 

PAINTING      SCULPTURE  PORCELAIN 


FURNITURE 


GOTHIC 


RENAISSANCE 


TAPESTRIES 


EIGHTEENTH  CENTURY 


DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 

Visit  the  International  Art  Treasures  Exhibition 
Victoria  &  Albert  Museum 
March  2  -  April  29 


RESTORATION  AND 
CONSERVATION  OF 
THE  ANTIQUE 

Restorers  to  the  Leading  Museums 

BRONZES  •  CERAMICS  •  ENAMELS 
IVORIES  ■  JADES  •  MARBLES 
TORTOISESHELL  •  MOTHER-OF-PEARL 
SNUFFS  ■  ORMOLU  •  BUHL 
OBJETS  d'aRT  •  FURNITURE  •  ETC. 

G.  GARBE 

FOUNDED   I  770 

23  CHARLOTTE  STREET 
LONDON,  W.I 
Telephone:  museum  1268 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the   world.    Storage  facilities  at 
London,   Liverpool,   Glasgow  and 
Paris. 
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PARKE-BERNET  GALLERIES,  Inc 


980  MADISON  AVENUE 


NEW  YORK  21 


Public  Auction  March  11  at  8p.m. 
IMPORTANT  MODERN  PAINTINGS 


DRAWINGS  AND  SCULPTURES 


Arceanx  F hurts  by  CLAUDE  MONET 


*  BONNARD    Nu  a  Contre-]our 

*  MONET    Cabane  de  Douaniers 

*  SISLEY   Les  Bords  du  Loing  d 

Moret 

*  MONDRIAN    Kerktoren,  1910 

*  LEGER   Le  Repos,  1921 

*  COROT   Girl  with  Mandolin 

*  WINSLOW  HOMER 

The  S  ague  nay, 
Grande  Discharge, 
St.  John,  Que. 

*  Reproduced  in  color  in  catalogue 

Two  important  Soutines  and  works 
by  Cezanne,  Daumier,  Monticelli, 
Pissarro,  Redon,  Renoir,  Rouault, 
Segonzac,  Vlaminck,  Whistler  and 
other  artists 


SCULPTURES  by  Daumier,  Epstein,  Kolbe,  Lachaise,  Matisse,  Rodin  and  others 

From  the  Collections  of  mr  and  mrs  Charles  goldman,  mr  and  mrs  Arthur  Murray,  folke  heybroek 
of  Sweden,  Estate  of  the  Late  martha  a.  alford  and  Other  Owners 

On  View  from  Saturday,  March  ly 

EXTENSIVELY  ILLUSTRATED  CATALOGUE  $2.50  (Eight  Color  Pages) 

Available  in  London:  DAWSON'S  OF  PALL  MALL,  16  Pall  Mall,  S.W.i 
Paris:  PIERRE  BERES,  14  Avenue  de  Friedland 
Zurich:  EMIL  HARTMANN,  Limmatstrasse  285  {Our  European  Representative) 

or  applv  direct    PARKE-BERNET    Cable:  PARKGAL 
Additional  Charge  for  Air  Mail 
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GROSVENOR 
GALLERY 

15  Davies  Street 
London  W1 
MAY  2783 

FORTHCOMING  EXHIBITIONS 


MARCH 

2  DECADES  OF  EXPERIMENT 
IN  RUSSIAN  ART  1902/1922 
LARIONOV  -  GONTCHAROVA 
LISSITSKY  -  MALEVITCH 
CHAGALL  -  KANDINSKY  - 
ARCHIPENKO  -  TATLIN 


APRIL 

JANECEK:  PAINTINGS 
MAY 

BAJ:  PAINTINGS/COLLAGES 
JUNE 

CASCELLA:  SCULPTURE 
JULY 

FAVORSKY:  WOODCUTS 


SEVEN  ARTS 
GALLERY 

49  South  Molton  Street 
London  W1 
HYD  1558 


PERMANENTLY 
AVAILABLE 
GRAPHICS 
BY 

PICASSO 

KAPLAN 

CHAGALL 

LISSITSKY 

VEDERNIKOV 

BRAOUE 

GRIS 

MUSIC 

MORANDI 

MATISSE,  ETC 


Antique  Silver 

HARRY 

\    Sheffield  Plate 

CHERNACK  | 

!    Antique  Jewellery 

of  Edinburgh 

!          85  ROSE  STREET     PHONE  GAL  3038 

1             Member  of  The  British  Antique  Dealers  Association  ' 

GREECE 


Individually  Planned 

HOLIDAYS 


Enjoy  complete  personal  freedom,  no  group  planning. 
Air  travel  by  regular  flights  of  scheduled  airlines. 
Individual  itineraries  offering  a  well  balanced  holiday  which  is 
both  relaxing  and  interesting. 

FREE  BROCHURE,  fully  detailed.  Write  Dept.  (C3) 
E.  A.  GIBSON  &  COMPANY  LIMITED 

100  Fenchurch  Street,  London  E.C.3.    {Member  of  A.R.T.A.) 


pernevi 

sculpture 

cliff  holden 

paintings 
march  8-27 

drian  galleries 

5/7  porchester  place 
marble  arch  london  w2 
pad  9473 
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La  patience  1943 


oil  on  canvas  63^  x  65  inches 


BALTHUS 

1933   to  i960 

from  March  6  to  31,  1962 


PIERRE  MATISSE  GALLERY 

41  east  57th  street.  New  York 
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f 

Pair  Alommiental  Soufh  Germat 
I 

\ 

EDWARD 

Masterpieces  of  Mediei 

17  EAST  64th  STREl 

i 


UBIN,  INC. 

sance  and  Baroque  Art 

RK  2  1,  NEW  YORK 


(l4 


delightful  small  painting 
by  George  Morland 
Canvas  size  17  by  30  inches 


OW  Ein^lisli  Fiiniittirc 
Porcelain  and  Paiiitiiii^s 


Stair  &  Company 

59  EAST  57th  STREET,  NEW  YORK  22    EL.  5-7620-1 

Member  of  New  York  Antique  and  Art  Dealers  Association 


iephen  C2ypec{oi 

GUQiLslerQ,. 


XllVlUOS 

o 


c  * 

t- ... . 

Jean  Auguste  Dominique  INGRES  (1780-1867) 
Portrait  of  A.  J.  M.  Guenepin,  Architect 
Dated  1809.  Pencil  Drawing,  94  x  6^  inches 
Exhibited:  Santa  Barbara  Museum  of  Art,  Santa  Barbara,  California, 
'Drawings  of  Five  Centuries',  April  21  -  May  17,  1959,  Cat.  No.  95 


150  East  61st  Street 

By  appointment 


New  York  21,  N.Y. 

PLaza  2-5164 


C.R.FENTON&  Co  Ltd 


Shipping  S  ForwarcJing  Agents 


79,  DAWES  STREET.  W1 

PHOHC.  ■MiYfAlK 
iSJS  I  4  LINES  ) 
CHAMS  ■'  F£NTOCOMP. 

WESOO" 


WAREHOUSES 


PACKING 
SHIPPING 
INSURANCE 

of  Antiques 
Furniture,  China 
Glass,  Pictures 
Objets  d'art,  etc. 

LIVERPOOL  SOUTHAMPTON 
GLASGOW      PARIS      NEW  YORK 
Cable  Enquiries:    Fentocomp,  Wesdo,  London,  W.l 
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NEWHOUSE  GALLERIES 

ESTABLISHED 


BARTOLOME  PEREZ 
1634-1693 

A  Signed  and  dated  work  (1678) 
Canvas  29|  X  23J  inches 


FINE  PAINTINGS 


1 5  East  57th  Street 


PLAZA  5-4980 


New  York,  N.Y. 


THOMAS  GAINSBOROUGH 

1727-1788 

alter  Barttelot 
High  Sheriff  of  Sussex 

Oil  on  canvas,  50f  X  40 

Recorded  No.  43 
in  Ellis  Watcrhouse's  Gainsborough 

OS  exhibition: 
International  Art  Treasures  Exhibition 
Victoria  &  Albert  Museum 
March  2  -  April  29,  1962 


HIRSCHL  &  ADLER 


alleries  inc 


FINE  PAINTINGS 

21  East  67th  Street,  N.Y.  21 


LE  5-8810 


Wakefield-Scearce 
Galleries 

 DIRECT  IMPORTERS  


Old  Science  Hill  Chapel 
Shelbyville,  Kentucky 

on  the  main  road  (U,S,  60) 
bettceen  Louisville  and  Lexington 


A  magnificent  silver-gilt  centerpiece  from  the  shop 
of  the  master  silversmith,  Paul  storr.  Made  two 
years  before  his  retirement  from  business,  during 
the  period  when  his  nephew.  John  Hunt,  entered 
the  busines?  in  an  attempt  to  prevent  financial 
disaster  to  the  firm.  Tiny  mysterious  engraving 
on  one  horse's  hoof.  ''Published  as  the  Act  directs, 
Storr  &  Mortimer.' 

Date  letter,  1836. 
^  eight  620  ounces. 
Extreme  height  23^.  extreme  width  24. 
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QUEEN  ANNE 
CHAIR 


LEE 
MALONE 

25  EAST  67th  STREKT 
\EW  YORK  21,  A.Y. 

• 

Art  Consultant 
Paintings  &  Fine  Arts 
Appraisals 


BY  APPOIiNTMENT 
RHLNELANDER  4-1640 


Sliown  is  one  oi  a  set  of  four  matdied 
Englisk  side  ckairs  in  fine  mellow  Lurr 
walnut  witk  delicate  carving,  made  in 
tke  early  part  of  tke  Eigkteentk  Century. 

46  incites  high,  22  inches  wide,  lQ/2  inches  Jeep. 

B.  Mank  eim 
Galleries 

409  ROYAL  STREET,  NEW  ORLEANS  12 


DERAIN 

Exhibited  Kunst  Halle,  1934,  Basle. 
Musee  d'Art,  Berne,  1935 


Oil,  12  X  I0|  inches 

Galerie  Tannhauser,  Paris,  1938 
Tannhauser  Sale,  April  12,  1945 


WmmW  GALLERIES  Inc. 

51  East  57th  Street       New  York  22  N.Y. 
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Erniiuia  and  the  Shepherd 

ERCOLE  GRAZIANI 
1651-1726 

Canvas  76  x  61  inches 

CENTRAL  PICTURE  GALLERIES 

OSCAR  KLEIN 

624  MADISON  AVENUE,  NEW  YORK  22  ELDORADO  5-6564 


BY  APPOINTMENT 
TO  H.M.  THE  QUEEN 
MEOAU.ISTS 


F 


SPINK  &  SON  LTD. 


EST.  1772 


5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 


CMeai  SPINK,  LONDON 


Telephone:  WHITEHALL  5275  (5  lines) 


mm 


VISIT  the' 


VATIONAL  ART  TREASURES  EXHIBITION,  VICTORIA  &  ALBERT  MUSEUM.  MARCH  2  UNTIL  APRIL  29. 


IKIIU'II    I(>   Mil    hUIllMI  ANIKMH    DIAIIR— 27 


The  celebrated  Sullierlatui  Wine-Cistern,  by  Paul  de  Lanierie,  1719  (overall  width  38  inches,  width  of 
bowl  25  inches,  overall  hei(;ht  iK  inches,  weight  700  oz.  5  dwt.),  sold  at  Messrs.  Christie's  on  November 29, 
KMSi  (Lot  144)  for  the  record  price  of  /|27,ooo.  Bought  by  Messrs.  S.J.  Shriibsole,  Ltd.,  of  London  and 
New  York,  it  was  subsequently  sold  by  them  to  the  Minneapolis  Institute  of  Art,  Minneapolis,  Minnesota. 


luhli  moiilli  '  The  ('onnoisseiir'  illiislratcs  lUi  iinporliiiil  work  of  art  ii'hiili  ii  Drilisli  miliqiie 
dealer  has  solJ  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 


The  Building;  of  Dyrliaiii  Park, 
(Gloucestershire 

lor  \\nili;ini  Hlatliwnyt  between  16,92  and  1702 

J.  A.  Kcnworthy-Brownc  (National  Trust  Representative  for  IVessex) 


IN  the  l.ito  scvciitccntli  tciitury.  part  o{  a  successful  man's 
ambition  generally  was  to  establish  a  lasting  symbi^l  of  magni- 
ficence tor  his  ilescetulants — a  need  which  hardly  exists  today. 
Ambition  played  a  large  part  in  the  character  of  William  Blath- 
wayt  (?  1649-1717)'  and  it  was  matched  by  an  ability  to  achieve 
his  aims.  Introduced  by  his  uncle.  Thomas  Povcy,  to  Whitehall 
and  the  London  world  ot  tashion.  Blathwayt  rose  quickly  'by  ins 
industry  trom  very  moderate  circumstances''  to  a  high  position  111 
the  Government.  His  most  important  posts  were  those  of  Member 
of  the  Board  ot  Trade.  Secretary  at  War.  and  Secretary  of  State 
to  William  III.  and  these  otiices  and  the  pert|uisites  that  went  with 
them  brought  him  a  considerable  income,  'liesides  all  this  (he)  has 
married  a  great  tortune"  John  Evelyn  wrote  with  approval.  At  the 
age  of  36  he  took  to  wite  Mary  Wyntcr,  the  heiress  to  Dyrham — 
*a  faire  howse  ot  Achelei  Stones  and  a  parke'^ — and  to  the  'Man- 
nors  Lordshipps  Messuages  Advowson  lands  Tenements  heredita- 
ments and  Premisses'*  which  composed  the  Wynter  estates. 

William  Blathwayt  could  not  have  forseen  the  death  of  Mary 
onlv  tive  years  atter  marriage.  But  no  doubt  he  always  intended 
to  transform  the  Tudor  Manor  into  a  modern  scat  befitting  the 
dignitv  ot  one  so  accustomed  to  the  society  of  Whitehall  and 
Hte  at  Hampton  Court  Palace.  By  1692  he  had  started  to  rebuild 
and  continued  to  do  so  for  ten  years,  during  which  time  he  also 
accompanied  William  III  in  Holland  on  his  long  Summer  Cam- 
paigns. Though  not  otten  at  home,  Blathwayt  personally 
scrutinised  every  bill  sent  from  Dyrham,  and  while  in  Holland  he 
collected  furnishings,  fabrics,  pictures  and  Delft  ware  to  fit  up  his 
rooms  in  a  fashionable  style. 

There  is  scarcely  any  trace  now  of  the  old  Wynter  house, 
cither  in  the  building  or  furnishings.  An  elaborate  monument  in 
the  church,  the  shell  of  the  present  Great  Hall  (No.  3),  and  some 
blocked  mullion  windows  in  the  church  passage  are  almost  the 
only  things  that  certainly  date  from  their  ownership.  The  old 
house  seems  to  have  been  of  two  stories  with  a  central  hall,  and 
the  screens,  buttery  and  offices  were  at  the  South  end  of  it.  The 
house  faced  West  and  the  drive  came  over  the  present  (nine- 
teenth-century) lawn,  flanked  by  orchards  and  mill  ponds.  The 
gardens  were  on  the  East  side,  where  the  park  now  runs  down  to 
the  house,  and  were  bounded  on  the  South  by  a  brook.  On  the 
North  hill  close  to  the  house  there  was  a  terrace  or  two,  as  w^as 
usual  in  sixteenth-century  gardens,  from  which  one  could  look 
down  at  the  formal  parterre. 

The   transformation   from    1 692-1 702   was   startling,  and 

'  For  a  life  of  Blathwayt  see  G.  A.  Jacobsen's  'William  Blathwayt'  (Yale  University 
Press  1932). 

*  Evelyn's  Diary,  i8  June  1688. 

'  From  Leland's  Itinerary  (?i506-i552").  The  house  he  described  was  built  by  Sir 
William  Denys,  but  there  is  no  known  record  of  it  having  been  materially  altered 
by  the  Wynters. 

*  William  Blathwayt's  Marriage  Settlement,  21  December  1686. 


William  Blathwayt's  intentions  were  carried  out  with  great 
speed  and  urgency. 

The  Dyrham  archives  contain  many  of  the  relevant  accounts 
and  have  given  plenty  of  information  about  the  building  of  the 
house.  William  Talman  (1650-171 8)  has  often  been  credited  with 
the  design  for  the  entire  house  but  stylistically  this  seems  unlikely, 
and  it  is  known  for  certain  only  that  he  designed  the  East  front 
(No.  6)  in  1698.  Sir  John  Summerson  suggested  that  Blathwayt 
may  have  asked  Sir  Christopher  Wren,  the  Surveyor  General  of 
the  King's  Works,  to  supervise  the  rebuilding,  and  that  Wren, 
who  had  little  time  for  country  houses,  passed  the  job  to  Talman, 
the  Comptroller  of  the  Works.  Talman  seems  to  have  visited 
Dyrham  rarely,  if  at  all,  and  delegated  work  in  his  turn  to  masons 
and  craftsmen  known  to  him.  But  the  West  front  of  1692,  which  is 
so  French  in  appearance,  was  recently  discovered  to  have  been 
designed  by  a  Frenchnian  called  Hauderoy.  This  hitherto  un- 
known architect,  doubtless  related  to  the  brothers  Hauderoy  men- 
tioned below,  is  a  strange  choice  for  Blathwayt  to  have  made.  It 
IS  interesting  that  French  quoins  were  avoided  here,  though  Tal- 
man used  them  on  his  East  facade. 

Generally  speaking,  the  building  of  the  house  can  be  divided 
into  three  parts:  the  West  front  (1692-4);  the  Stables  {c.  1698); 
and  the  East  front  (1698-1702).  The  West  front  (Nos.  i  ^-  2)  was 
then  the  entrance,  and  was  rebuilt  as  an  improvement  upon  the 
Tudor  house,  which  remained  more  or  less  intact  behind  it.  Two 
rooms  to  the  North  (the  drawing  and  dining  rooms)  were 
spoken  of  as  'new'  in  December  1692,  and  the  twenty-foot  space 
they  occupy  was  probably  levelled  out  of  the  hill  to  gain  addi- 
tional room ;  for  the  house  could  not  expand  to  the  South,  where 
the  offices  were  sited.  Possibly  some  other  West  rooms  may  have 
been  adapted  from  existing  ones.  It  is  now  certain  that  the  two- 
story  high  Great  Hall  (No.  3)  is  an  adaptation  of  the  Tudor  hall. 
A  mention  of  a  window  on  the  North  (where  now  the  clock  is), 
lit  directly  from  Blathwayt's  new  library  above  the  dining 
room,  confirms  this.  'House  rearing  parties'  were  given  for  the 
builders  to  celebrate  completion  of  stages  of  work  in  October, 
1692,  and  September  1693,  and  much  beef,  tobacco  and  ale  (and 
a  little  mutton  for  the  more  gentle)  were  consumed. 

The  stone  for  the  West  front,  as  for  most  of  the  building,  came 
from  Tolldown,  i|  miles  away  on  the  estate.  The  chief  builders 
were  Philip  West  from  Corsham,  and  Thomas  Jeffries.Wainscot- 
ing  was  carried  out  by  Christopher  Jacob  whose  men,  Nathaniel 
Power  and  William  Banderlast  (or  Vanderlast),  panelled  the 
Outward  (West)  Hall  in  oak  at  i  /4d.  a  yard,  and  the  Great  Hall  m 
deal  at  2/4d.  a  yard.  At  the  same  time  (1694)  they  laid  the  floor  of 
the  Great  Hall  with  'flemish  oaken  boards'  brought  overland 
from  Lechlade,  charging  for  '1098  foote  at  7^  the  100'.  None  of 
these  prices  included  the  cost  of  the  w-oods  which  were  carefully 
chosen  from  home  and  foreign  sources. 


i 


(Above)  William  Talman's  East  Front  seen  from  the  Neptune  fountain.  The  cascade  from  the  fountain  flowed  to  a 
canal  next  to  the  parterre.  (Below)  The  Balcony  Room  (West  front).  The  grained  deal  panelling  was  probably  made 
by  Alexander  Hunter  of  The  Angel,  Piccadilly. 


Tlic  W^cst  sraircaso  (No.  4).  designed  bv  Haudcrov.  was  built 
m  walnut  trom  Virginia  bv  Alexander  Hunter  ot  The  Angel, 
Piccadilly.  Untortunatelv  the  walnut  dado  and  baluster  rail  wore 
panned  grev  and  gilded  in  u;^*.).  but  the  treads  and  parquetried 
halt  landings  remain.  Hunter  most  probably  did  the  tine  deal 
panelling  in  the  Balcony  room  as  well  (see  frontispiece).  Thomas 
IVM  tcr,  *y'"  London  plaisterer'  made  all  the  ceilings,  but  only  that 
in  the  West  hall  (242  tt.  4  m.  of  enriched  moulding  at  Sd.  a  toot 
and  29  yds.  10  in.  of  enriched  'cornish'  at  i  /^d.  a  yard)  has 
suryiyed.  He  made  the  'two  flowers  round  y"^  Great  Hall  hookes' 
(No.  3)  tor  ^'2  each,  but  the  147  yards  of 'large  Italian  mouldings' 
on  the  same  ceiling,  which  may  have  formed  some  kind  ot 
cot^ering.  were  lost  during  nineteenth-century  repairs.  The 
marble  tor  the  bolection  tire  surrounds  was  brought  oyerland 
trom  Bridg\yater  and  was  carved  by  Thomas  Humphries  ot 
Lansdown  at  12s.  a  foot.  'M.  Hauderoy  *  was  paid  apparently  for 
painting  the  interior,  but  none  ot  his  works  remain  except 
possibly  the  walnut  graunng  in  the  Balcony  room.  Further 


research  mav  bring  to  light  the  connection  between  the  architect 
Hauderoy  and  the  painter  brothers. 

The  design  of  the  stable  front  (No.  5)  seems  extremely  pro- 
vincial. Edward  Wilcox,  the  master  Carpenter  at  Hampton 
Court,  supplied  patterns  tor  the  cornices  and  may  in  fact  have 
put  together  all  the  details.  An  agreement  survives  between 
William  Blathwavt  and  Wilcox  dated  12th  July,  1698,  in  which 
\\  ilcox  contracted  to  carry  out  'all  the  Carpenter's  workman- 
ship hew  ing  of  timber  excepted  ...  to  the  intended  outhouses, 
otlices  ^'  stables  now  Building  to  be  built  at  Dirham  .  .  .  And 
both  parties  do  agree  that  in  case  any  ditierence  shall  arise  con- 
cerning any  alterations  in  the  said  work  to  refer  y'"selves  to  the 
Determination  of  Mr.  Talman  .  .  .  '  Thirteen  days  later  Talman 

M,irk.  Anthony  .md  Lewis  Hauderoy  (or  Hoddery)  worked  in  England  as  fresco 
and  grisaille  painters.  Their  other  known  work  is:  London.  Lord  James  Russell's 
house  in  Lincoln's  Inn  Fields,  before  1700  (destroyed):  Culverthorpe  H;ill.  Lines, 
staircase.  1 704-5  (destroyed):  Wrest  Park,  beds,  signed  and  dated  1712.  (Inform- 
ation kindly  supplied  by  Mr.  Edward  Croft-Murray. 
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1  (Faring).  The  Vt  cst  front  (1692-4)  designed  by  Hauderoy.  The  drive 
originally  came  over  the  lawn. 

2  (Below).  The  West  front  (detail).  The  balcony  was  probably  enlarged 
from  one  bay  to  three  at  a  later  date.  The  lead  Mercury  was  erected  in  1696. 

3  (Above).  The  Great  Hall,  almost  certainly  the  Hall  of  the  Tudor  house, 
was  panelled,  floored  and  ceiled  in  1694.  The  ceiling  paintings  by  A. 
Casali  (c.  1757)  were  painted  for  Fonthill  and  were  set  up  here  in  the  nine- 
teenth century. 

4  (Right).  Th;  Walnutree  Staircase  in  the  West  front,  designed  by  Haud- 
eroy and  constructed  by  Alexander  Hunter.  It  was  painted  grey  in  1939. 


was  asked  to  'quicken  Wilcox'  and  to  take  care  that  'the  Masons 
may  not  have  any  further  complaint  ag'  him  for  y*^  future'. 

By  1698  Blathwayt  had  decided  to  pull  down  whatever  re- 
mained of  the  Tudor  house  on  the  garden  front  and  to  put  up  a 
three-storied  facade  of  more  importance  (No.  6).  The  design 
was  supplied  by  Talman,*  and,  though  on  a  small  scale,  it  bears  a 
superficial  resemblance  to  the  same  architect's  South  front  at 
Chatsworth. '  The  detail  of  the  mouldings,  brackets,  swags  of 
flowers,  quoins  and  urns  is  still  fine  and  sharp,  and  stone  from 
Bath  rather  than  ToUdown  was  probably  used.  The  inside  parti- 
tions were  built  of  stone  from  the  old  house. 

Preparation  for  the  work  took  time,  and  the  old  house  still  had 
to  be  pulled  down.  Talman  wrote  a  letter*  on  12th  September, 
1699,  mainly  about  his  work  at  Hampton  Court,  in  which  he 
referred  to  Dyrham:  'Sir,  as  to  Derham,  Mr.  Wilcox  came  lately 
from  thence  and  tells  mee  of  things  there  hee  hopes  are  to  your 
satisfaction.  Mr.  Watkins  [Blathwayt's  clerk  of  works]  acquaints 
mee  the  same  and  that  you  were  thinking  of  going  on  with  the 

*  Vitruvius  Britannicus  vol.  II  (171 7). 
■  Ibid. 

'  British  Museum,  Add.  Mss.  No.  20,101,  fol.  69.  Printed  in  Wren  Society  vol.  IV. 
The  letter  is  not  addressed  to  anybody  but  the  endorsement  on  the  back  apf>ears  to 
be  Blathwayt's  handwriting. 
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rtoiiiulacons  ot  tlic  Clardcn  tmnt  this  season,  but  I  believe  begin- 
ning early  in  the  spring  will  doe  better,  but  that  is  left  to  your 
better  judgement.'  Blathwayt  took  his  architect's  advice,  for  the 
foundations  were  still  being  dug  in  March,  1700. 

Harvey  ot  Bath,"  an  architect,  statuary  and  decorator,  carved 
the  cartouches  and  some  picture  trames,  but  as  he  was  working 
at  Longleat  and  elsewhere  at  the  same  time  he  was  considered 
negligent  by  Blathwayt,  who  instructed  his  bailiff:  'Mr.  Harvey 
to  be  likewise  constantly  quickened  in  his  work.'  Philip  West 
was  again  mason,  and  seems  to  have  pleased  Blathwayt,  for  in 
171 1  he  was  appointed  bailiff  and  he  and  his  family  were  buried 
in  Dyrham  churchyard.*"  Alexander  Hunter  was  now  employed 
throughout  for  joiner's  work,  and  made  all  the  sash  windows. 
These  were  later  refenestrated  with  thin  glazing  bars  containing 
fifteen  panes  to  each  window,  but  originally  the  number  was 
thirt^•-two. 

The  interior  of  the  East  front  is  more  uniform  in  style  than 
that  of  the  West.  Hunter's  fine  bolection  wainscoting  in  all  the 
rooms  was  of  Virginian  walnut  or  cedar,  the  work  costing  5/- 
a  yard.  The  matching  cornices  cost  i  6d.  a  foot  (materials  extra). 
Hunter  also  did  the  cedar  and  walnut  staircase,  which  is  similar  to 
the  West  staircase  but  rises  with  an  effect  of  grandeur  to  the 
second  floor.  For  making  parquetry  floors  in  the  closets  Hunter 
charged  12/-  a  yard. 

Even  when  in  Holland,  Blathwayt  himself  seems  to  have  con- 
trolled the  sequence  of  work  and  some  of  the  details  of  design, 
constantl)-  urging  quicker  work  by  sharp  comments  on  the 
weekly  bills.  In  July  1702,  when  the  interior  was  still  being 
floored,  he  had  a  good  reason  to  hurry  its  completion:  'All  y*^ 
workmen  to  be  prest  as  much  as  possible  since  the  Queen  may  be 
expected  in  August  at  the  Bath.'  He  was  hoping  for  the  favour 
of  a  royal  visit  to  the  consequent  benefit  of  his  career.  In  spite  of  a 
local  tradition  it  seems  that  Queen  Anne  did  not  in  fact  visit 
Dyrham,  but  had  she  done  so  Blathwayt  certainly  hoped  to 
impress  her  by  the  splendour  of  his  house  and  his  good  taste.  The 
East  rooms  on  both  main  floors  (the  first  floor  is  a  foot  higher 

'  For  a  note  on  the  Harveys  of  Bath  see  Gunnis,  Dictionary  of  British  Sculptors. 
Harvey  was  paid  at  Dyrham  in  i6()4,  probably  for  garden  ornaments.  He  also 
carved  a  monument  to  the  Wynters  in  Dyrham  Church  in  171 1. 
^°  Bigland,  History  of  Gloucestershire  vol.  I  (1791). 


7  (Above  left).  The  Diogenes  Room  (East  front).  Panelled  about  1702  by 
Hunter  in  Virginian  walnut.  The  tapestry  is  a  Mortlake  design,  one  of  the 
set  of  six  depicting  Greek  philosophers. 


8  (Above  right).  The  Entrance  Hall  (East  front).  Hunter's  panelling 
(painted  over  in  1939)  is  of  cedar.  The  Dutch  leather  was  hung  in  1702.  The 
large  centre  painting  is  View  down  a  Corridor,  by  Samuel  van  Hoogstraaten. 


9  (Below).  Kip's  view  from  the  West,  published  in  1712.  Bigland  says  that 
Kip  drew  this  'with  more  than  his  usual  accuracy'. 


10.  The  Drawing  Room  (West  front),  described  in  1692  as  'the  new  parlor'.  The  chimneypiece  and  wallpaper  are  later. 


internally  than  the  ground  floor)  could  justly  be  called  State 
Rooms,  and  they  bear  a  strong  resemblance  in  miniature  to  The 
King's  Apartments  in  Hampton  Court  Palace — which  had  been 
fitted  up  by  Talman.  The  rich  furnishings  are  mentioned  and 
described  in  household  inventories  taken  in  1703  and  17 10.  The 
hangings  were  of  fine  imported  silk  damask,  crimson  and  gold 
velvets,  Flemish  tapestry  and  Dutch  gilt  leather  (No.  8).  There 
were  an  enormous  number  of  paintings,  chiefly  in  the  Dutch 
taste.  The  chairs  and  stools  were  richly  upholstered,  and  the  beds 
very  fine. Japan  and  marquetry  tables  were  in  great  quantity, 
and  had  leather  covers — a  precaution  against  the  sun  not  usually 
taken  by  collectors  of  today.  But  in  the  evenings  the  rooms 
must  have  been  exceedingly  dark  because  the  late  seventeenth- 
century  fashion,  which  Blathwayt  followed,  did  not  favour 
light-coloured  walls,  and  the  number  of  sconces  and  candle 
stands  recorded  is  remarkably  few. 

Kip's  view  of  Dyrham  published  in  1712^^  (No.  9)  was  drawn 
from  the  West  side.  It  shows  that,  externally,  very  few  changes 
have  since  then  taken  place  to  the  house.  The  chief  interest  of  the 
engraving  is  in  its  picture  of  the  gardens,  which  as  Bigland  noted 
were  depicted  'with  more  than  his  [Kip's]  usual  accuracy'. 
Throughout  the  1690's,  Blathwayt  was  constantly  consulting 
George  London  on  the  improvements,  and  Hurnall,  the  head 
gardener,  many  times  carried  letters  and  packets  of  seeds  and 
plants  back  from  Longleat  when  London  was  working  there. 
The  Dyrham  gardens  were  designed  in  the  Dutch  style  favoured 
by  William  III  (rather  than  in  the  more  spacious  French  style  of 
le  Notre  which  predominated  at  Hampton  Court),  and  all  avail- 
able ground  was  included  in  an  ever  expanding  maze  of  walled 

"  In  1693  Blathwayt  paid  his  uncle  Thomas  Povey  ^500  for  a  quantity  of  books 
and  112  pictures.  Povey's  pictures  had  been  admired  by  Evelyn  and  Pepys,  and 
some  of  them  are  still  at  Dyrham. 

The  'pictures  and  good  rich  beds'  were  admired  by  Dudley  Ryder  in  1716. 

Sir  Robert  Atkyns:  'The  Present  State  of  Gloucestershire  etc'  (1712). 


courtyards,  knot  gardens,  terraces,  arbours,  fountains,  canals  and 
cascades.  Levelling  was  endlessly  carried  out  by  hand.  The  main 
feature  was  the  canal  in  front  of  the  Green  House  some  150  yards 
long.  The  hills  on  the  North  were  dug  out  in  an  ascending  series 
of  six  terraces,  80  yards  long,  connected  by  stone  staircases. 
Above  the  church  ran  the  'long  Terras'  of  300  yards  which  still 
exists,  and  below  this  on  the  entrance  side  there  were  more 
terraces  and  fountains.  Most  of  these  had  been  constructed 
before  1696  by  John  Harvey,  Philip  West  and  Richard  Broad  (a 
local  stonemason  who  complained  bitterly  when  his  payments 
were  delayed).  In  1699  a  long  cascade  of  224  steps  (the  stone  had 
been  brought  from  Oldfield  quarry),  fed  by  the  Neptune  foun- 
tain (see  frontispiece),  was  opened  up  as  a  feature  connecting  the 
Green  House  and  canal  with  the  skyline  opposite. 

Bigland  wrote  (before  1791)  that  the  gardens  had  been  'the 
finest  specimen  in  that  day  .  .  .  Every  Caprice  of  the  Dutch  style 
abounded  at  Dyrham  where  such  Ornaments  were  so  numerous 
as  to  defy  both  Experience  and  Imitation'.  By  then  the  formal 
layout  and  statues  had  already  been  removed  after  years  of 
neglect.  Ten  years  later  Repton  visited  Dyrham  in  order  to 
design  the  park  and  gardens  in  a  more  modern  taste,  and  the 
erstwhile  Garden  Front  was  turned  into  the  main  entrance  with  a 
new  drive  running  down  from  the  East  lodges.  Today,  as  one 
comes  down  through  the  steep  vaUey,  the  views  of  the  house  and 
the  fields  beyond  it  are  remarkable.  But  when  one  could  look 
down  from  the  walks  on  the  hills  at  the  terraces  and  water 
gardens  surrounding  the  building,  and  at  complex  'variety  of 
prospects'  of  which  Atkyns  speaks,  the  effect  must  have  been 
most  curiously  artificial  and  spectacular. 

Dyrham  Park  was  bought  from  Mr.  J.  R.  W.  Blathwayt  by  the 
Ministry  of  Works  and  given  to  the  National  Trust  in  1961.  It  lies 
7  miles  North  of  Bath  and  1 2  miles  East  of Bristol  and  can  be  approached 
from  the  Bath-Stroud  Road  {A46). 
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A  Jaj)ancsc  CAll  to  Oxford 

Colour  Pniils  bv  Modern  Masters 

(Peter  C.  Swann  The  Editor,  Oriental  Art) 


A I  the  end  of  i960  Japan  and  Great  Britain  signetl  a  cultural 
.ii^roenicnt.  Such  ai^rccnicnts  sometimes  tlo  little  more  than 
inspire  pious  speeches  from  well-intentioned  hut  ineHeciivc  well 
w  ishers.  However,  in  this  instance,  the  Japanese  Cioverninent  has 
l  esponded  with  j^re.it  speed.  Thus  the  hrst  fruit  of  the  ai^reemcnt 
has  been  a  magniticent  gitt  to  the  new  Department  ot  Eastern  Art 
111  the  Ashmolean  Museum,  Oxford  University.  This  gift  took 
the  torm  ot  torty  colour  prints  by  the  foremost  modern  Japanese 
masters,  providing  a  view  ot  what  is  an  important  and  e.xciting 
u  tistie  revival.  A  gift  of  prints  was,  perhaps,  not  inappropriate, 
Muce  it  was  through  the  earlier  coKnir  prints  that  the  West  first 
learned  to  appreciate  the  diverse  and  rich  arts  of  Japan.  But  this 
\\  as  nearly  a  century  ago  and  the  changes  in  art  both  East  and 
W  est  have,  of  course,  been  revolutionary.  The  Japanese  arc  now 
m  the  tull  stream  ot  all  international  artistic  developments.  Their 
inriuence  on  the  West,  and  not  only  in  architecture,  is  increasing 
vcarlv. 

Most  museum  and  private  collections  of  Japanese  colour  prints 
in  Europe  end  with  the  works  ot  Hiroshige  and  perhaps  Kuniyc^- 
shi.  Critics  have  been  hard  on  the  designers  of  the  second  half  of 
the  nineteenth  century,  which  they  consider  to  be  a  period  of 
rapid  decline  m  both  artistical  and  technical  standards.  It  is  true 
that  a  tew  artists  kept  the  old  traditions  of  craftsmanship  alive,  but 
their  styles  were  either  increasingly  wTak  repetitions  of  old  themes 
or  insipid  reflections  ot  Western  styles.  However,  when  the 
Japanese  artists  began  to  invade  the  art  centres  of  Europe  in  gener- 
al and  Paris  in  particular,  their  work,  certainly  from  about  191 0 
onwards,  began  to  show-  a  new  vitality.  They  had  much  to  learn 
from  the  West,  but  also  much  to  contribute.  At  the  same  time 
they  had  splendid  techniques  at  their  command  and  materials 
which  were  new  to  the  West.  Their  ink  and  paper  are,  of  course, 
the  finest  in  the  world  and  the  modern  Japanese  artists  have  fully 
recognised  their  quality  and  cleverly  used  them.  Unlike  in  former 
times,  when  an  artist  made  only  the  initial  design  while  the  final 
product  had  to  pass  through  a  number  of  skilled  hands  before 
being  offered  to  the  public,  the  modern  print  masters  perform  the 
whole  series  of  operations  themselves.  This  has  a  direct  influence 
on  the  vitality  and  personal  quality  of  the  final  product. 

The  sizes  of  modern  prints  vary.  Since  the  artists  are  no  longer 
restricted  by  the  size  of  a  block  which  can  be  cut  from  cherry 
wood,  some  of  their  prints  can  be  very  large  to  match  the  power 
of  their  designs.  The  colours  are  generally  bright  as  throughout 
the  modern  w  orld  of  painting.  It  is  interesting  that  the  Japanese 
taught  the  nineteenth-century  artists  of  Paris  how  to  use  laree 
areas  of  flat  colour  but  did  not  themselves  develop  the  technique. 
Thus,  though  our  poster  art  benefited  greatly  and  we  are  accus- 


Kihei  Sasajima.  Wind  in  the  Forest  (1954),  26^  X  is^in. 
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toincel  to  ir,  the  Japanese  are  only  now  returning  to  explore  its 
possibilities  with  new  understanding  and  new  daring. 

The  print  artists  of  modern  Japan  belong  fully  to  the  inter- 
I  national  art  world  and  it  would  be  folly  to  expect  them  to  be 
'Japanese'  it  that  meant  only  reproducing  outworn  themes  in 
techniques  of  another  century.  The  innovations  of  Paris,  London, 
New  York  one  day  are  common  artistic  coin  throughout  the 
world  the  next.  The  best  Japanese  artists  owe  no  more  and  no  less 
to  Western  artists  than  does  one  Western  artist  to  another.  It  is 
true  that  from  some  of  the  prints  it  might  be  difficult  to  determine 
the  nationalit)-  of  the  artist,  but  in  many  there  is  an  unmistakable 
Japanese  flavour ;  for  this,  like  the  craft  pottery,  is  a  national  move- 
ment which  is  gaining  in  momentum.  The  Japanese  character  can 
be  seen  not  only  in  the  obvious  Comment  on  Forci(^n  Behaviour  in 
Japan  by  Sumio  Kawakami,  a  'pictorial  footnote  to  history'  as 
Statler  called  it,  in  which  the  artist  comments  pungently  on  the 
behaviour  of  the  Portuguese  when  they  first  arrived  in  Japan  in 
the  last  century.  It  is  equally  obvious  in  Gen  Yamaguchi's  Encoun- 
ter with  iis  appreciation  of  surface  textures,  heightened  by  the  use 
of  gauffi-age,  an  old  print  technique  sensitively  revived.  The  block 
of  wood  on  the  left  is  sufficient  to  reveal  its  Japanese  origin. 
Yamaguchi  has  been  strongly  influenced  by  Onchi  (1891-1955), 
the  doyen  of  the  modern  print,  whence  he  derives  his  combination 
of  strength  and  sensitivity.  The  Mother  and  Child  of  Tamiji 
Kitagawa  could  hardly  be  more  Western  in  motif,  but  where  else 
but  the  Far  East  could  have  produced  it? 


Yozo  Hamaguchi  is  a  relatively  newcomer.  His  sombre  style  is 
quite  individual  and  owes  much  to  a  fme  matt  paper  and  an  in- 
tense, finely  shaded  black  ink.  As  in  so  much  ofjapanese  art,  what 
seems  accidental  is  often  the  outcome  of  great  thought  and  subtle 
taste. 

Shiko  Munakata,  who  produced  Prints  of  Son^s  was  born  in 
1903.  Of  great  energy  and  vitality,  he  is  perhaps  the  best  known  of 
all  the  modern  print  masters  and  his  w^ork  has  received  inter- 
national recognition.  He  rejects  all  Western  influences  and  has 
sought  inspiration  from  old  Oriental  art  forms  such  as  Buddhist 
prints.  For  him  ink  'is  life  itself.  His  rebelliousness  and  outspoken 
views  are  a  byword  in  Japanese  art  circles. 

Kihei  Sasajima  admits  his  admiration  for  Munakata  who,  he 
confesses,  terrifies  him,  but  is  inspired  by  a  desire  to  achieve  in  his 
prints  the  two-dimensional  effect  of  calligraphy.  His  work  is  pro- 
gressing towards  stronger,  more  abstract  designs.  He  hopes  to 
achieve  what  he  calls  'a  Japanese  expression  for  the  Japanese'. 

These  modern  prints  have  received  much  attention  in  America, 
where  Japanese  art  forms  have  enjoved  a  great  vogue.  Ir  is  cer- 
tainly a  field  of  art  bursting  with  life  and  originalitv. 

It  is  particularly  fortunate  that  a  Museum  in  England  should 
have  been  given  such  a  splendid  representative  collection,  a 
generous  act  on  the  part  of  the  Japanese  Government  which,  one 
hopes,  will  inspire  much  cultural  exchange.  A  selection  of  the 
prints  will  soon  be  on  view  in  the  new  galleries  of  the  Department 
of  Eastern  Art  in  the  Ashmolean  Museum. 
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Four  Centuries 
of  Collecting 

by  the  Margraves  of  Baden 

Wend  Graf  Kalnein 

(Konservator  der  Kunstgewerbe  Abteilung  am  Hessischen  Landestnuseum,  Kassel) 


ANEW  museum  of  outstanding  interest  was  recently  opened 
in  the  Neues  Schloss  above  Baden-Baden.  Devoted  to  art 
treasures  accumulated  over  the  centuries  by  the  Margraves  and 
Grand-Dukes  of  Baden,  it  is  a  princely  collection  similar  in  scope 
to  those  which  form  the  nucleus  of  many  another  German 
museum.  Although  it  cannot  now  compete  with  the  great 
collections  in  Dresden,  Vienna  and  Munich,  it  excellently  illust- 
rates the  zeal  for  collecting  among  German  princes.  All  the  ob- 
jects displayed  are  still  the  property  of  the  present  Margrave, 
H.R.H.  Bertold  von  Baden — brother-in-law  to  H.R.H.  Prince 
Philip,  Duke  of  Edinburgh — who  has  allowed  them  to  be 
displayed  in  his  family  castle,  the  Neues  Schloss,  now  transformed 
into  the  Zahringer  Museum.  This  is  a  sixteenth-century  building 
with  later  additions  which  provides  a  series  of  rooms  of  different 
periods  where  objects  of  various  dates  may  be  displayed  to  ad- 
vantage. Another  part  of  the  Baden  Collection  (spoils  from  the 
Turkish  wars,  arms,  coins,  etc.)  is  shown  in  Karlsruhe  where  the 
Baden  family  ruled  until  191 8. 

The  history  of  the  Baden  Collection  is  a  somewhat  compli- 
cated one.  The  geographical  position  of  the  border  state  of  Baden, 
the  genealogical  divisions  of  the  ruling  family,  and  opposed 
religious  beliefs,  were  among  the  factors  which  prevented  the 
House  of  Baden  from  building  up  and  maintaining  a  collection 
as  magnificent  as  that  of  the  Wittelsbachs  in  Munich  or  the 
Habsburgs  in  Vienna.  In  1689  the  Schloss  at  Baden  and  other 
residences  of  the  family  were  burnt  down.  The  large  collection  of 
art  treasures  belonging  to  the  Baden-Baden  branch  of  the  family 
was  dispersed.  It  was  partly  brought  together  again  by  the  marri- 
age of  the  Margrave  Ludwig  Wilhelm,  the  'Victor  of  the  Turks', 
with  Sybilla  Augusta  von  Sachsen-Lauenburg,  but  when  this  line 
of  the  family  died  out  in  1771  most  of  the  collection  was  sold  by 
public  auction.  An  important  part  of  the  Baden  treasures  had, 
however,  been  in  the  possession  of  the  Baden-Durlach  branch  of 
the  family  who  eventually  inherited  the  Baden  lands  and  ruled  in 


Karlsruhe.  These  objects  had  been  preserved  in  a  retreat  which 
the  Baden-Durlach  family  had  built  in  the  seventeenth  century 
in  Basle  where  they  were  kept  out  of  harm's  way  during  the  wars.  ^ 
Among  the  most  notable  objects  in  the  collection  are  the 
examples  of  goldsmiths'  work,  varying  in  date  from  the  four- 
teenth to  the  eighteenth  century  and  including  both  ecclesiastical 
and  secular  pieces.  One  of  the  earliest  is  a  very  rare  lady's  girdle  of 
green  silk  with  applied  metal  ornaments  and  an  enamel  buckle 
and  pendant  (No.  i).  The  woven  silk  band  is  decorated  with 
silver-gilt  lions  alternating  with  enamelled  plaques  of  the  letter  A. 
Both  the  buckle  and  pendant  are  enamelled  with  bright  blue 
grounds  on  which  the  figures  of  gothic  beasts  are  depicted — 
lions  with  human  forequarters  and  tails  which  develop  into 
scrolls  of  foliage  bearing  red  flowers.  On  the  buckle  this  creature 
has  a  female  head  and  wears  a  green  tunic;  on  the  pendant  the 
head  is  male  and  the  tunic  red.  The  form  and  decoration  of  the 
girdle  suggest  that  it  was  made  in  France.  Counterparts  are  to  be 
found  in  French  ivories  and  French  or  French-influenced  sculp- 
ture (Rheims,  the  north  porch  at  Chartres,  Magdeburg,  Stras- 
burg).  Nothing  is  known  of  the  original  wearer,  though  the 
fineness  of  the  workmanship  and  the  heraldic  lion  indicate  that 
she  was  a  noble  lady  while  the  initial  suggests  that  her  name 
began  with  an  A.  To  judge  from  the  style  of  the  girdle  and  the 
enamel  work,  it  was  made  in  about  1300.  The  similarity  of  the 
enamel  decorations  to  those  on  a  ewer  in  the  National  museum, 
Copenhagen,  suggest  that  they  originated  in  the  same  Parisian 
workshop  which  must  have  been  one  of  the  best  in  France.^ 
Other  examples  of  thirteenth-  or  early  fourteenth-century 
girdles  of  this  type  are  in  the  MetropoUtan  Museum,  the 
Archaeological  Museum,  Split,  and  the  ex-Figdor  collection, 

1  Acquired  1644  as  the  Hagenbach  Court  by  the  Margrave  Frederick  VI;  recon- 
structed as  a  large  palace  1 698-1 705  by  de  Risse  after  designs  from  Daviler's 
'Cours  d' Architecture';  since  1842,  a  cantonal  hospital. 

2  M.  Mackerprang,  Vases  sacris  emaillcs  d'origine  fratigaise  du  i^e  sikle,  Copenhagen 
(1921). 
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\'icnna.^  The  next  mediaeval  ginlle  wliich  is  known  to  have 
survived  dates  troni  three  quarters  ot  a  century  later  and  formed 
part  ot  the  Burgundian  spoils  of  Charles  the  Bold.  It  also  appears 
to  be  ot  French  make,  but  is  ot  a  different  type,  composed  of  a 
series  ot  separate  members  more  like  a  chain. 

Close  in  date  to  the  girdle  is  a  Grcifciikhuic,  or  gritfin's  claw, 
drinking  horn  with  rich  silver-gilt  mounts  (No.  2)  which  was 
first  recorded  in  I  SS3  in  the  will  of  the  Margrave  Bernhard  von 
Baden-Durlach.*  Apparently  intended  for  liturgical  use — pre- 
sumably to  hold  incense — it  rests  on  three  gritfms'  claw  feet  (two 
hinged  and  one  rigid)  and  is  encircled  bv  five  bands  which  are 
decorated  with  palmette  borders  and  the  words  of  the  Arc  Maria 
in  silver  letters  on  a  blue  enamel  ground.  The  medallion-like 
cover  (No.  3)  is  decorated  in  relief  with  the  figure  of  panting 
stag  alluding  to  the  forty-second  Psalm:  'As  the  hart  panteth 
after  the  water  brooks .  .  .'  The  stag  is  in  silver-gilt;  the  trees  and 
rocks  are  of  green  enamel  and  the  background  is  blue.  The 
origin  ot  the  horn  is  not  known,  but  the  opaque  enamel  work  and 
the  rich  but  restrained  ornament,  influenced  by  French  art,  suggest 
that  it  was  made  at  the  end  of  the  thirteenth  century  somewhere  in 
the  region  of  the  Upper  Rhine. 

The  collection  contains  another  Trinkhorn,  called  a  Willkoiiiiii 
— a  greeting  cup — which  also  figures  in  the  will  of  the  Margrave 
Bernhard  and  is  mentioned  in  several  later  inventories  of  the  art 
treasures  in  Basle  (No.  4).^  This  richly  mounted  horn  rests  on  two 

'  C/"  E.  Steingraber,  'Eiii  Fraueiigiirtcl  aus  deni  friihen  14.  Jahrhundert',  in 
Kiinstchrotiik,  1959  (p.  89). 

*  M.  Rosenberg,  Alte  kunstgewerbliclie  Arbeiieit  aiif  der  Badisclieii  Kiinst-  uiid 
Ktmstgewerbeaiisstelliiiig  jii  Karlsruhe  1  SSi ,  Frankfort  1 882 ;  Idem,  'Die  Kuiistkaniiner 
iin  Grossherzglichen  Residenzschloss  zu  Karlsruhe',  in  Festgahe  der  Techtiisclieii 
Hocliscliiile  Kiirhnilie  ziiiii  40-jdlirigeii  Jiibildtim  der  Regieriiiig  S.K.H.  des  Gross- 
herzogs  Friedrich  von  Baden,  Karlsruhe  (1892).  Idem,  idem.  Special  Number  (plate  4). 
'  See  note  4. 


small  figures  of  monkeys  and  is  supported  in  front  by  a  statuette 
of  a  young  man  dressed  in  a  fashionable  narrow  tunic  with  long 
splayed  sleeves,  stooping  slightly  in  the  act  of  breaking  a  branch. 
A  similar  figure  supports  an  early  fifteenth-century  Willkonim  in 
the  Griine  Gewolbe,  Dresden,  which  has  the  legend  Halt  veste, 
iiiis  koiiifiu'it  ^estc  inscribed  on  the  branch  and  is  supported  in  the 
centre  by  two  small  lions  instead  of  monkeys."  The  devices  on 
the  two  small  shields  suspended  from  the  looped  band  reveal  that 
the  Baden  horn  was  originally  owned  by  the  Lumbartf  amily  in 
Strasbourg.'  As  the  arms  of  this  family  were  changed  at  the  end 
of  the  fourteenth  century,  and  as  both  the  new  and  the  old  arms 
appear  on  the  horn,  it  seems  that  the  vessel  was  made  in  about 
1400 — a  date  confirmed  by  the  costume  of  the  young  man  who 
supports  it.  It  was  clearly  made  in  the  upper  Rhine,  probably  in 
Strasbourg.  Originally  the  horn  was  embellished  with  the  figure 
of  a  dragon  on  the  point. 

An  example  of  another  type  of  mediaeval  drinking  vessel  is 
provided  by  a  rock-crystal  Doppelscheiier  or  double-cup  (No.  5). 
Both  of  these  splendid  cups  (which  are  joined  at  the  rims)  have 
bowls  and  feet  of  rock-crystal  set  in  rich,  chased  gilt  mounts.  The 
base  is  decorated  with  the  devices  of  an  eagle's  claw  and  the  letters 
HVS  T  which  support  the  later  inscription,  beneath  the  base,  de- 
claring that  the  cup  was  presented  by  the  Emperor  Friedrich  III 
tojohann  von  Staal  in  1487.*  Dr.  Legncr  has  shown  that  the  crystal 
parts  of  the  cups,  with  spiral  facetting  and  round,  hollowed-out, 

*J.  L.  Sponsel,  Das  Gnine  Gewolbe  zu  Dresden,  Volume  I,  Leipzig  1925  (plate  5). 
'Kinder  von  Knobloch,  Das  goldene  Buck  son  Strassburg,  Vienna  1886  (I  am  in- 
debted to  Hans  Haug,  Strasbourg,  for  this  advice). 

'  M.  Rosenberg,  'Alte  kunstgevverbliche  Arbeiten  .  .  .'  (see  note  4);  Idem,  Die 
Kunstkammer  .  .  .,  Special  Number  (see  note  4),  plate  5;  A.  Legner,  'Freiburger 
Werke  aus  BcrgkristalF,  in  Schauinsland,  No.  73,  1957,  p.  167;  Idem,  'Schweizer 
Bergkiistall  und  die  Kristallschleiferei  von  Freiburg  in  Breisgau',  in  Zeitschrift  fiir 
schweizerisclie  Archdologie  und  Kunstgeschichte',  Volume  19,  Part  4,  1959,  p.  234. 
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1.  Woman's  girdle,  composed  of  a  woven  green  silk  band  with  applied  silver-gilt 
and  enamel  ornament  (128-5  X  i  -  5  cm.),  the  buckle  and  pendant  in  gilt  and  enamel. 
Paris,  c.  1300. 

2.  Drinking  horn  ('Greifenklaue'),  silver-gilt  and  enamel  mounts,  and  enamel 
cover.  Upper  Rhine  (?),  end  of  the  thirteenth  century. 

3.  Detail  of  the  cover  of  No.  2,  8  cm.  diameter. 
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bowls.  .Ill-  ot   I  loilnirg  orii;m.    I  lu-   mhmiiiIs,   vvhiili  .ur  ol 

ICNN  UvHhI   l|U.llltV.   AlC  MiniLil    til   [Uosc  DM   .1   llowMl'  cup   III  tlu' 

S.^i*.  kiUkjoM  C'atliovlr.il  trciMii  y."  l  lu-  m  iii1Ii\1  li.iiullc.  with  cii.iiiu  l 
rivM.»l  Jivor.ttuMJ  alvH'i"  anil  c"ni;ravi\i  Horal  iloidration  lu'iuatli, 
is  ivimnuMi  to  Inuli  l  ups,  aiul  tlu-y  were  no  ilouln  inailc  in  the 
sanu-  ihsti  K  t  at  about  the  same  tune  that  is  in  the  Up[iei  Khine, 
prohahlv  Hasle,  ariniiul  14S0. 

The  eollectii>n  ineiuiles  two  sets  oi  mediaeval  hunting  knives. 
One  ot  these  derives  from  the  eirele  ot  the  Emperor  I  rieilrich  III 
and  consists  ot  two  knives  (No.  6)  with  rock-crystal  haiulles  and 
silver-gilt  bands  decorated  in  niello  with  the  letters  Al:I()U, 
referring  to  the  Austrian  motto:  Aiistriiic  c.sf  iiiipcrarc  orhi  iiiiit'crso. 
The  provenance  of  these  two  knives  is  unrecordeil,  but  since  the 
Emperor  Friedrich  III  was  the  originator  ot  the  motto  and  the 
Margrave  Karl  I  von  liatlen  (died  1475)  was  his  brother-in-law. 
it  IS  tempting  to  suppose  that  they  were  given  by  the  Emperor  to 
the  Margrave.  In  anv  case,  the  torm  ot  the  handles  and  the  orna- 
ment show  that  they  were  made  in  the  second  half  of  the 
fitteenth  century.  A  similar  set,  ot  about  the  same  date,  is  in  the 
Treasury  ot  the  Residenznuiscum,  Munich.'" 

The  other  ln^dhcshrl^  consists  ot  three  knives  (No.  7)  with 
carved  ivory  handles  and  enamelled  mounts  (one  is  a  reconstruc- 
tion with  a  cast  mount).  Documents  reveal  that  it  belonged  to 
Archbishop  Jakob  of  Trier  (1471-i  sii).  the  son  of  the  ruling 
Margrave  Christoph  von  Baden."  The  mounts  ot  two  knives  are 
ornamented  with  a  shield  bearing  a  grittin — later  to  become  the 
Ziihringer  device — and  a  crozier  on  a  red  enamel  ground.  Thev 

•I.  Schrotli,  'Mittol.ilterlichc  Goldscimcdckiiiist  .1111  Obcrrhciii',  No.  (.0.  Freiburg 
11)48.  IM.uc  U'.  Simil.ir  in  torm.  but  much  richer  in  execution,  is  the  double  cup  iii 
the  Kunsthistonsches  Museum  in  Vienn.i  (reproduced  Rosenberg  III,  Pl.itc 

H.  Thom.i,  K>it,iU\\;  Jcr  SihtiukMnmcr  til's  /?c.mi/ciic»ii(.<ci(»/.<,  Munich  lysX,  No.  20. 

M.  Rosenberg,  Die  Kiiiistkiimmcr  .  .  .,  Special  Number  (see  note  4),  (pl.ite  2). 


are  of  Italian  c  r.iftsm.iiislii|)  and  were  doubtless  act|iiired  by  ilic 
Archbishop  who  was  often  in  Italy  in  his  youth.  I  he  third  knife, 
.1  reconstruction  of  (iermaii  origin,  has  an  ivory  handle  closely 
imitative  of  the  others,  but  is  embellished  with  a  rich  late 
(iothic  gilt  mount  bearing  the  inscription:  /////  dot  mi.  A  leather 
sheath  was  made  for  each  knife.  A  pair  of  knives  in  the  Musee  dc 
Cluny,  I'aris,  has  similar  carved  ivory  handles  and  mounts, 
though  one  has  a  dragon  instead  of  a  lion  at  the  end  and  both 
have  a  plant  device  instead  of  a  griffin  on  their  mounts. 

Of  the  many  sixteenth-century  objects  represented  in  the 
Zahringcr  Museum,  perhaps  the  most  attractive  is  a  Taujschussel, 
or  christening  bowl  (No.  9),  which  originally  belonged  to  the 
Margrave  Karl  II  von  Baden-Durlach  (unfortunately  the  ewer 
which  was  made  with  the  bowl  has  been  lost).  The  curved  part 
of  the  bowl  is  decorated  with  morcsquc  niello  ornament  and  the 
rim  with  six  medallions  derived  from  designs  by  Peter  Fl()tncr. 
Two  broad  circlets  of  Augsburg  filigree  work  further  contribute 
to  the  spcndour  of  the  piece.  The  medallions  on  the  front  of  the 
bowl  represent  symbols  of  womanly  cunning,  taken  from  Hans 
Sachs,  while  those  on  the  reverse  side  show  the  constellations. 
The  bowl  bears  the  marks  of  the  city  of  Augsburg  and  an  un- 
identified master.  I'he  date  (1561)  above  the  coat  of  arms  in  the 
centre  seems  to  correspond  more  or  less  with  the  date  at  which 
the  piece  was  made. 

Seventeenth-century  silver  is  represented  in  the  Zahringcr 
Museum  by  some  centrepieces  and  ornamental  tankards  (Prunk- 
Inimpcn)  owned  by  the  Baden-Baden  line  of  the  family,  the 
greater  number  having  been  inherited  or  bought  by  the  Mar- 
gravine Sibylla  Augusta,  wife  of  Ludwig  Wilhclm  called 'Turken- 
louis'.  Among  the  most  notable  is  an  ivory  tankard  with  a  silver- 
gilt  cover  (No.  S).  The  ivory  body  is  carved  in  high  relief  with  a 
Bacchanalian  scene  which  Rosenberg  ascribes  convincingly  to  the 
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5.  Double  cup,  in  rock-crystal,  with  gilt  mounts.  Upper  Rhine,  second  half  of 
the  fifteenth  century. 

6.  Two  of  a  set  of  hunting  knives,  with  rock-crystal  handles.  South  German 
(?),  second  half  of  the  fifteenth  century. 

7.  Three  of  a  set  of  hunting  knives,  with  ivory  handles.  Italian  (the  centre  knife 
German  reconstruction).  End  of  the  fifteenth  century. 
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Flemish  master  L.  Faidherbe.*-  Many  of  Faidherbe's  carvings  are 
derived  from  the  paintings  of  Rubens  and  on  this  tankard  the 
group  of  the  drunken  Silenus  is  ahiiost  copied  from  the  painting 
of  the  same  subject  in  the  Alte  Pinakothek  in  Munich.  The  cast 
and  chased  silver-gilt  mounts  bear  the  mark  of  the  master 
Andreas  Wickert.  The  motifs  and  the  bold  and  lively  treatment  of 

*"  M.  Rosenberg,  'Alte  kunstgewerblichen  Arbeiten  .  .  .'  (see  note  4);  Idem,  Die 
Kunstkammer  .  .  .,  Special  Number  (see  note  4),  plate  16;  C.  Scherer,  'Elfenbein- 
plastik  seit  der  Renaissance',  Leipzig  n.d.,  p.  41;  O.  Pelka,  Elfenbeiii,  Berlin  1920, 
p.  316;  A.  M.  Renner,  Die  Kuiistinveiitare  der  Markgrafen  von  Baden,  Biihl  1941 ; 
Catalogue  of  the  exhibition  'Der  Tiirkenlouis',  ed.  E.  Petrasch  and  E.  Zimmer- 
mann,  Karlsruhe  1955  (No.  314). 


the  silver  are  similar  to  the  ivory  carving.  The  same  happy 
collaboration  of  work  by  Faidherbe  and  Wickert  is  to  be  found 
on  a  similar  tankard  in  the  Kunsthistorisches  Museum,  Vienna: 
indeed,  the  two  might  easily  have  been  designed  as  a  pair. 

There  are  of  course  many  other  important  examples  of  gold- 
smiths' work  in  the  Zahringer  Museum,  some  dating  from  the 
late  eighteenth  century.  But  those  illustrated  here  suifice  to  show 
the  quality  and  range  of  the  collection  of  the  Margraves  of  Baden, 
despite  its  many  losses.  And  they  reveal  how  much  the  opening 
of  the  Zahringer  Museum  in  the  Neues  Schloss,  Baden-Baden, 
may  extend  our  knowledge  of  the  goldsmiths'  art. 
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A  LETTER— AND  TWO  MASTERPIECES  BY  HENDRIK  CORNELISZ  VROOM 

'The  Battle  of  the  Armada' 

and  'The  Great  North  Sea  Storm'  . 


The  late  Eric  Palmer  (Private  collector  and  art  historian) 


IT  is  regrettable  that  the  name  of  the  greatest  marine  painter  of 
all  time,  Hendrik  Cornelisz  Vroom  (i 566-1640),  should  have 
largely  faded  from  the  memory  of  the  pubHc.  Even  art  historians 
are  only  vaguely  famihar  with  his  work.  Once  a  great  name 
suffers  decline,  obscurity  often  quickly  follows.  Furthermore, 
when  the  House  of  Lords  was  burned  down  in  1834,  the  tapest- 
ries depicting  every  stage  of  the  great  Armada  sea  battle  and 
their  connection  with  Vroom  were  lost  forever.  Our  memories 
of  the  magnificence  of  these  tapestries  can  be  revived  by  en- 
gravings made  by  John  Pine,  which,  thanks  to  the  foresight  of  the 
Earl  of  Crawford  and  Balcarres,  the  Roxburghe  Club  published 
in  facsimile  in  1919.  Expressed  in  the  medium  of  tapestry  by 
Francis  Spirinx,  a  weaver  of  the  highest  order,  the  artistic 
achievement,  as  such,  was  entirely  the  work  of  Vroom.  Owing  to 
the  subdued  light  of  the  Great  Chamber  of  the  House  of  Lords, 
Vroom's  marvellous  colours  probably  suffered  little  deteriora- 
tion. Had  the  tapestries  survived  the  tragedy  there  is  no  doubt 
that  they  would  have  been  considered  to  be  one  of  Britain's 
greatest  historical  works  of  art.  Also,  in  recalling  the  Battle  of 
Britain,  we  are  constantly  reminded  of  Sir  Winston  Churchill's 
words:  '.  .  .  not  since  the  Battle  of  the  Armada  .  .  .' 

At  this  juncture,  my  readers  will,  I  think,  be  fascinated  to  know 
how  miraculous  a  piece  of  good  fortune  befell  me.  My  fellow 
collectors  will  also  be  delighted  by  the  incident  which  happened 
at  a  time  when  I  was  physically  incapable  of  dealing  with  corres- 
pondence. I  was  astonished  to  receive  a  letter  from  the  owner  of 
two  pictures,  then  in  Venice,  which  appeared  to  me  to  be  of 
national  importance.  As  my  prestige  abroad  is  perhaps  of  a 
higher  order  than  in  my  own  country,  it  so  happened  that  the 
owner  consulted  the  Germans  in  Munich,  who  in  turn  con- 
sulted my  old  friend  the  art  historian,  Dr.  Walter  Bernt.  The 
matter  was  immediately  referred  to  me,  and  in  consequence  the 
owner  wrote  to  me  enclosing  two  large  and  excellent  photo- 
graphs. I  was  told  that  the  owner's  family  had  in  the  eighteenth 
century  purchased  pictures  of  the  Battle  of  the  Armada,  and  the 
Great  Storm  which  followed  the  battle  and  which  completed  the 
disaster  which  befell  the  Spaniards.  The  attribution  agreed  upon 
was  that  of  Aert  Van  Antum.  I  am  quite  sure  that  this  was  due  to 
a  small  picture  of  the  Battle,  signed  and  dated  by  Antum,  which 
hangs  in  the  Historical  Section  of  the  Rijksmuseum:  and  I  have 
to  admit  that  for  many  years  I  have  coveted  this  beautiful 
picture. 

From  the  photographs  I  could  see  that  the  Battle  picture  was  a 
much  greater  work  of  art  than  the  smaller  version.  It  never 
occurred  to  me  to  dispute  the  attribution  from  the  photographs 
I  had  received.  I  already  possessed  an  'Antum'  of  a  phase  of  the 
Armada  Battle,  which  was  probably  a  later  work  and  also  of  a 
very  high  order.  Again,  it  was  almost  certain  that  Antum  was  a 
pupil  of  Vroom  late  in  the  sixteenth  century;  what  was  inexplic- 
able to  me  was  that  neither  of  these  two  fine  pictures  appeared  to 
be  signed.  After  somewhat  protracted  negotiations  both  pictures 
were  acquired. 


Often  the  reduction  of  a  very  large  picture  to  photographic 
measurements  can  cause  disappointment  when  the  actual 
pictures  are  viewed  for  the  first  time.  In  this  case  my  excitement 
and  appreciation  of  these  two  marvellous  works  more  than 
justified  my  hopes.  The  pictures  were  in  almost  perfect  condition 
and  judicious  cleaning  revealed  the  signature  H.  Vroom  (sic)  in 
both  cases.  Of  the  four  best  examples  of  the  early  colourful, 
primitive  works  of  Vroom,  I  now  had  three.  The  fourth  work  is 
the  great  Haarlem  picture.  The  vendor  of  these  pictures  in  the 
eighteenth  century  was  the  Ambassador  of  the  Vatican  to  the 
Venetian  Republic.  It  is  therefore  presumed  that  they  were 
actually  the  property  of  the  Vatican  and  were  bought  from 
Vroom  shortly  after  they  were  painted. 

Research  shows  that  the  Battle  scene  (above,  facing)  is  the 
seventh  day  of  the  Battle  of  the  Armada,  off  the  shores  of  the 
Isle  of  Wight,  with  a  somewhat  romantic  conception  of  Caris- 
brooke  Castle  with  its  new  pentagonal  fortification  (added  in  the 
reign  of  Elizabeth  I  in  anticipation  of  the  Spanish  Armada — 
Encyclopaedia  Britamiica).  It  is  interesting  to  note  that  Lord 
Howard  of  Effingham,  in  the  Ark  Royal,  has  allowed  his  advers- 
ary, the  Duke  of  Medina  Sidonia,  in  the  San  Martin,  the  weather 
gage.  It  is  generally  believed  that  before  this  action  it  was  usual  for 
the  opposing  ships  to  manoeuvre  into  position  to  grapple  and 
board.  Now  however,  Lord  Howard,  allowing  Medina  Sidonia  the 
benefit  of  the  wind,  had  no  intention  of  grappling  and  boarding, 
but  sailed  down  the  enemy's  side  delivering  crushing  broadsides 
from  some  thirt)^  guns — a  most  exciting  action  in  British  Naval 
history.  On  the  stern  of  the  Ark  Royal  can  be  seen  the  insignia  of 
Queen  Elizabeth  I:  the  Harp,  Fleur  de  Lis,  Rose,  ER,  and  Port- 
cuUis.  The  Royal  Standard  will  be  noted  at  the  main  of  the  Ark 
Royal. 

The  Duke  of  Medina  Sidonia  in  the  San  Martin,  previously  the 
flagship  of  the  Portuguese  Royal  Navy  but  handed  over  to  the 
Duke's  command  for  the  Armada,  is  flying  Phihp  of  Spain's 
Arms  at  the  main.  From  the  foremast  the  Duke's  own  flag,  the 
Crucifixion,  which  was  specially  blessed  on  the  altar  of  Lisbon 
Cathedral,  and  carried  in  dramatic  procession  to  the  ship,  where 
it  was  unfurled  as  the  ship  set  sail.  The  picture  is  signed  in  the 
bottom  left  hand  corner,  H.  Vroom. 

The  magnificent  imaginary  scene  (below,  facing)  shows  the 
great  storm  that  beset  the  retreating  Spaniards  in  the  North  Sea, 
when  so  many  ships  of  the  Armada  were  wrecked.  There  are 
many  facets  of  interest  in  its  detail:  the  tense  activity  of  the 
sailors  hauling  on  the  sails  in  a  vain  effort  to  avoid  imminent 
disaster;  the  use  of  whales  to  indicate  the  North  Sea;  the  striking 
of  all  flags  of  recognition  as  an  aid  in  their  flight;  and,  to  me,  one 
of  the  most  interesting  features,  the  rock  formation  in  the  back- 
ground. I  find  that  this  same  formation  of  rocks  is  used  in  many 
of  the  storm  scenes  throughout  the  entire  century  of  the  Marine 
School,  and  indeed,  into  the  early  eighteenth  century  by  the 
renowned  Van  de  Velde.  This  picture  is  also  signed  in  the  bottom 
right  hand  corner,  H.  Vroom. 
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Photography:  A.  C.  Cooper 


>ve).  The  Battlf  of  the  Armada 


>w).  The  Great  North  Sea  Storm 
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The  Maiincrisl  (joldsilliths-l  (Italian  Sources) 
And  Sonic  Drawnigs  and  Designs 

J.  F.  Haywiirtl 


THH  now  look  tiiat  was  i^ivcii  to  paintmu;  and  sculpture  by 
tho  Italian  Mannerists  oi  the  mid-sixtccnth  century  is  a 
subject  that  has  long  tascinated  the  art  historian.  Yet  the  parallel 
changes  that  took  place  in  the  dect>rative  arts  have  received  far 
less  attention.  This  is  not  the  place  to  attempt  an  explanation  of 
the  nianitold  causes  ot  the  perverse,  and  sometimes  almost 
repulsive.  Mannerist  style,  but  it  may  be  useful  to  recall  its  more 
significant  features  in  so  tar  as  they  concern  the  art  of  the 
goldsmith.  It  was  a  reaction  against  what  seemed  to  be  the 
outworn  disciplines  of  Renaissance  art.  While  continuing  to 
cmplov  in  the  decorative  tield  the  familiar  elements  of  Renais- 
sance ornament,  it  rejected  the  system  of  proportion  and  many  of 
the  conventions  that  had  hitherto  governed  their  use.  Though  the 
Mannerist  goldsmiths  employed  classical  motifs  and  sometimes, 
as  in  the  case  of  the  Jamnitzer  family  of  Niirnbcrg,  highly 
naturalistic  ornament,  the  general  spirit  that  underlay  their  use 
was  both  anti-classical  and  anti-naturalistic.  They  delighted  in 
setting  familiar  ornamental  themes  in  improbable,  even 
anomalous  juxtaposition.  Horror  lutctii  was  a  fundamental 
attitude,  and  they  indulged  in  abundant  and  elaborate  ornament 
without  paying  over  much  attention  to  questions  of  scale.  Quite 
surrealistic  associations  were  perpetrated,  in  which  animal, 
vegetable,  architectural,  and  abstract  elements  were  combined  in 
fantastic  conceits. 

When  applied  to  the  decorative  arts,  Mannerism  found  its 
natural  expression  in  the  use  of  rare  and  costly  materials: 
precious  metals,  jewels,  semi-precious  stones,  exotic  woods  and 
shells.  The  Mannerist  goldsmiths  were  highly  skilled  in  figure 
sculpture  which  they  often  rendered  with  an  exaggerated 
cotitraposto  that  can  already  be  traced  in  some  of  the  works  of 
Michelangelo. 

Though  the  works  of  the  Mannerist  goldsmiths  were  mostly 
based  on  classical  Roman  sources,  they  were  not  copied  directly 
from  Roman  remains,  being  derived  instead  from  the  designs  of 
contemporary  graphic  artists  who,  while  endeavouring  to 
reproduce  the  works  of  ancient  Rome,  interpolated  much  from 
the  resources  of  their  own  fantasy.  Whereas  craftsmen  in  other 
materials  were  prevented  by  practical  considerations  from  the 


more  wilful  indulgence  in  eclectic  ornament,  the  goldsmiths, 
working  in  their  easily  malleable  precious  metal,  recognised  no 
limitations.  Utilitarian  considerations  played  little  part  in 
sixteenth-century  applied  art;  and  particularly  so  during  the 
third  quarter  of  the  century  when  the  Mannerist  style  was  most 
influential.  Mannerist  designers  seem,  indeed,  to  have  ignored  the 
practical  and  technical  problems  that  must  arise  when  the 
craftsman  came  to  execute  their  designs. 

In  looking  at  the  creations  of  the  goldsmiths'  art  of  this  period 
one  must  first  rid  oneself  of  the  modern  prejudice  against 
artifacts  that  arc  evidently  incapable  of  performing  any  useful 
function.  Mannerist  goldsmiths'  work  had,  in  fact,  a  double 
function,  but  neither  had  anything  to  do  with  utility.  The 
purpose  of  these  lavishly  ornamented  pieces  was  to  demonstrate, 
first,  the  wealth  and  power  of  the  prince  who  had  commis- 
sioned them,  and,  secondly,  the  technical  skill  of  the  master  who 
had  created  them.  As  a  rule  they  were  based  upon  some  familiar 
domestic  vessel-type,  such  as  ewer,  basin,  vase  or  wine-cup,  but 
the  useful  form  was  treated  as  a  theme  upon  which  elegant  or 
fantastic  variations  might  be  played.  The  form  that  was  finally 
evolved  made  no  concession  to  practical  considerations,  and 
must  be  appreciated  as  an  essay  in  virtuosity.  The  most  charac- 
teristic examples  of  Mannerist  goldsmiths'  work  were,  therefore, 
created  for  the  collector  and  intended  to  adorn  the  treasury  or 
the  Kutist  und  Wunderkammer  rather  than  to  provide  vessels  for 
use  on  the  table  (No.  2). 

A  specifically  court  art.  Mannerism  developed  few  local 
styles;  its  productions  were  to  such  an  extent  international  that 
in  the  absence  of  a  maker's  or  town  mark  it  is  often  difficult  to  be 
certain  of  the  origin  of  a  given  piece.  This  intemationahsm  was  a 
consequence  of  the  determination  of  the  ruling  princes  of 
Europe  not  to  be  left  behind  in  their  choice  of  style.  Mamierism 
was  a  fashionable  style  and,  in  order  to  keep  up  with  the  latest 
fashion,  they  looked  abroad,  usually  to  Italy,  for  guidance.  Not 
only  was  the  fashion  international,  so  also  were  the  master- 
craftsmen  who  created  it.  Goldsmiths  and  hard  stone  engravers 
moved  from  court  to  court  and  city  to  city  w^herever  they  could 
obtain  employment ;  a  number  of  the  goldsmiths  of  the  Medici 


:.  Rock  crystal  ewer  with  silver-gilt  mounts  enriched  with  polychrome  translucent  enamels.  Italian,  mid-sixteenth 
rentury.  Formerly  in  the  Hermitage.  E.  W.  Pasold  Collection. 


2  (left).  Antique  Roman  carved  agate  vase,  the  enamelled  gold  mounts  i 
sometimes  attributed  to  Benvenuto  Cellini.  Mid-sixteenth  century.  The  i 
British  Museum.  \ 


3  (above).  Engraving  of  an  antique  vase  by  Enea  Vico,  one  of  a  series 
dated  1543. 


court  in  Florence,  the  very  heart  of  Itahan  Mannerism,  were  of 
German  origin  during  the  reign  of  Grand-Duke  Francesco 
de'  Medici.'  Though  there  were  certain  national  trends  in 
sixteenth-century  goldsmiths'  work,  great  circumspection  is 
called  for  in  their  defmition.  The  court  workshop  which 
developed  the  most  readily  recognisable  style,  that  set  up  by  the 
Emperor  Rudolf  II  at  Prague,  was  composed  of  goldsmiths  of 
different  nationalities,  Flemish,  German,  Dutch  and  Italian. 

Though  the  goldsmiths  themselves  were  of  various  nationalities 
— with  a  preponderance  of  Flemings  and  Germans — the  artists 
upon  whom  they  relied  for  their  designs  were  mostly  of  Italian 
origin.  At  no  time  in  the  history  of  the  goldsmiths'  art  has  the 
artist-designer  played  a  more  important  part  than  during  the 
Mannerist  period.^  When,  as  in  the  early  eighteenth  century, 
fashion  favoured  pure  form  without  the  added  embellishment  of 
ornament,  the  goldsmith  could  work  on  his  own  without 
needing  to  call  upon  the  help  of  the  designer.  But,  when,  as  in 
the  sixteenth  century,  excellence  of  form  was  taken  for  granted 

*  W.  Holzhausen.  'Florentinische  Halbedelsteingcfaesse  im  Palazzo  Pitti.  Ein 
Kapitel  aus  der  Manierisnius.'  Pantheon  II,  1929,  p.  16. 

2  Catalogo  della  Mostra  di  Disegiii  Dccorativi.  Gabinctto  Disegni  e  Stainpe  degli 
Uffizi.  Florence,  1951. 


and  a  vessel  was  judged  by  the  variety  and  extravagance  of  its 
ornament,  the  goldsmith  usually  needed  to  seek  the  assistance  of 
a  designer  outside  his  workshop.  It  is  not,  therefore,  surprising 
that  a  larger  volume  of  drawings  of  goldsmiths'  work  should 
survive  from  the  latter  half  of  the  sixteenth  century  than  from 
any  other  period  of  comparable  duration.  Some  of  the  Italian 
artists,  such  as  Pollaiuolo  or  Salviati,  had  themselves  been 
trained  as  goldsmiths  and  continued,  therefore,  to  provide 
designs  after  they  had  abandoned  the  hammer  for  the  brush. 
Others,  like  Giulio  Romano  or  Perino  del  Vaga,  were  never 
practising  goldsmiths  but  furnished  designs  to  craftsmen. 

Mannerist  elements  are  already  to  be  found  in  some  of  the 
goldsmiths'  designs  of  Antonio  Pollaiuolo,  who  died  in  1498,  but 
they  encroached  only  gradually  upon  the  field  of  engraved 
ornament.  Most  of  the  Italian  early  sixteenth-century  designs  for 
engraved  ornament  consist  of  fillings  for  the  upright  panels  of 
pilasters;  these  were  published  by  Zoan  Andrea  of  Mantua,  by 
Fra  Antonio  da  Monza,  and  their  contemporaries.  Zoan  Andrea 
was  a  contemporary  of  Mantegna  at  Mantua  and  it  is  very  likely 
that  he  derived  his  ideas  of  classical  vases  and  candelabra  from 
the  latter,  who  was  an  enthusiastic  archaeologist  and  has  left 
sheets  of  drawings  of  classical  vases  he  had  seen.  These  vases  and 
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4-  Two  designs  for  candle- 
sticks by  Perino  del  Vaga.  The 
Victoria  and  Albert  Museum. 


candelabra  were  of  particular  importance  to  the  engravers,  since 
the  pilaster  panels  were  usually  composed  of  a  central  structure 
m  the  torm  of  a  tall  classical  vase  or  candelabrum  around  which 
acanthus  foliage,  figures  or  symbols  were  grouped  symmetrically. 
It  was  not  until  the  1530's,  in  some  of  the  designs  of  Agostino 
Veneziano  (also  called  Agostino  dei  Musi,  active  between  15 14 
and  1536)  that  the  vases  begin  to  take  on  fantastic  Mannerist 
forms:  prior  to  this  date  the  engravers  seem  to  have  been  content 
to  follow  recognisably  classical  sources.^  When  they  did  wish  to 
indulge  their  fantasy,  they  did  so  by  giving  the  pilaster  some 
thematic  treatment,  hi  such  cases  the  intervening  spaces  around 
the  central  candelabrum  were  filled  with  symbols  of  warfare, 
music,  religion  or  whatever  was  suitable  to  the  theme. 

The  Mannerist  stock  of  ornament  seems  to  have  been  employed 
at  an  earlier  date  by  the  bronze  founders  than  by  the  goldsmiths. 
The  great  Candclabro  del  Santo  at  Padua,  which  Andrea  Riccio 
completed  in  15 16,  is  already  turbulent  and  busy  in  design, 
whereas  the  famous  pair  of  silver-gilt  and  enamelled  altar 
candlesticks  with  rock  crystal  plaques  by  Valerio  Belli  in  the 
Victoria  and  Albert  Museum,*  which  are  dated  to  the  1520's, 
still  display  a  sober  classical  manner.  The  two  designs  by  Perino 
del  Vaga  (No.  4)  are  also  quite  restrained,  but  the  elongated 
female  nude  figures  are  of  unmistakable  Mamierist  form. 

The  early  sixteenth-century  engravers  of  pilaster  panels  did  not 
claim  archaeological  accuracy  for  their  designs;  although  the 
latter  were  based  on  classical  originals  and  included  both  vases 
and  candelabra  of  recognisably  Roman  form.  The  next  generation 
of  engravers  purported,  however,  to  reproduce  the  exact  forms  of 
excavated  vases  and  other  vessels.  Between  1530  and  1545  three 
sets  of  engravings  were  published  by  the  Venetian  Agostino  dei 
Musi,  by  Leonardo  da  Udine  (prints  dated  between  1542  and 
1544),  and  by  Enca  Vico  (prints  dated  1543)  respectively.  Most  of 
the  originals  upon  which  these  engravings  were  based  had  been 
excavated  in  more  or  less  fragmentary  condition  and  the 
engravers  restored  them  conjecturally.  They  were  not  sparing  in 
their  imagination  in  this  process  of  restoration.  While  the  bodies 
of  the  vases  were  copied  more  faithfully  from  classical  originals, 
the  handles,  which  were  usually  missing,  were  replaced  with 
fantastic  conceits.  In  spite  of  the  claims  of  archaeological  accuracy 
which  they  actually  inscribed  on  their  prints — 'Romae  ab 
antiquo  repertum'  (Vico)  or  'sic  Romae  antiqui  sculptores  ex 
aere  et  marmore  faciebant'  (Agostino  dei  Musi) — some  of  these 
engravings  rank  amongst  the  most  mannered  of  their  period. 
The  engraving  by  Enea  Vico  of  1543  (No.  3)  show  how  resolutely 
the  Renaissance  ideals  of  form  and  proportion  were  set  aside  by 
these  pseudo-archaeologists.  The  earlier  goldsmiths  did  not  follow 
them  in  such  extravagance.  Vessels  dating  from  the  mid- 
century  had  bodies  of  restrained  profile,  and,  as  in  the  engraved 
designs,  it  was  mainly  in  the  handle  and  the  spout  that  freedom 
was  given  to  the  imagination  (No.  i).  The  choice  of  ornament 
was  not  entirely  fortuitous:  ewers  and  basins  were  ornamented 
with  sea-creatures  appropriate  to  the  element  they  were  intended 
to  contain.  In  the  ewer  illustrated  the  spout  is  formed  as  a 
tritoness  holding  a  shell,  while  the  handle  is  a  twin-headed 
serpent  held  by  a  putto. 

This  particular  ewer  is  evidently  a  later  production  of  the  same 
Italian  workshop  that  was  responsible  for  a  gold  paten  presented 
in  the  seventeenth  century  by  Pope  Alexander  VII  to  Siena 
Cathedral  and,  perhaps,  the  altar  cross  and  candlesticks  with  rock 
crystal  panels  by  Valerio  Belli  referred  to  above,  and  a  basin 
bearing  the  arms  of  Pope  Leo  II  (1513-1521)  the  second  son  of 

*  Rudolf  Berliner.  Ornamentale  Vorla^e-Blaetter.  Vol.  I,  Leipzig,  1925,  plates  28/38 

*  Illustrated,  E.  Kris.  Steinschneidekimst.  Vienna  1929.  Vol.  II,  pi.  46,  47. 


Lorenzo  the  Magnificent,  now  in  the  Munich  Schatzkammer.*  j 
These  three  works  date,  however,  from  1520  at  the  latest,  ' 
whereas  the  ewer,  with  its  mauresque  borders,  was  probably  | 
made  some  twenty  years  later.  The  earlier  pieces  show  no  | 
Mannerist  features,  whereas  the  tall  snake  handle  of  the  ewer  is  of 
typical  Mannerist  form.  Though  evidently  made  elsewhere,  the  i 
nearest  parallel  as  regards  form  to  that  here  illustrated  is  the  j 
onyx  ewer*  that  formed  part  of  a  great  gift,  which  included  the  '1 
Cellini  salt-cellar,  made  by  Charles  IX  of  France  to  the  Archduke  ! 
Ferdinand  of  the  Tirol  in  1570.  This  ewer  is  of  French  origin  \ 
and  will,  therefore,  fall  for  discussion  later.  i 
Another  series  of  reconstructions  of  Roman  vases  was  l 
produced  by  the  facade-painter  Polidoro  da  Caravaggio,  who  j| 
died  in  Messina  in  1543.  These  versions,  which  were  particularly  || 
remote  from  their  classical  prototypes,  were,  perhaps  for  that  ij 
very  reason,  extremely  popular  and  were  frequently  re-issued  j 
and  copied  by  a  host  of  lesser  masters  in  the  century  that  followed  i 
Polidoro's  death.  While  it  is  true  that  the  goldsmiths'  designs  of 
the  sixteenth  century  were  based  on  the  modo  antico,  they  had,  , 
in  fact,  little  resemblance  to  antique  Roman  vessels  of  precious  i 
metal,  of  which  practically  nothing  was  then  known.  The  i 
classical  prototypes  of  these  adventurous  forms  were  for  the  most  j 
part  not  made  of  metal  at  all  but  of  marble.  Even  the  recon-  j 
structions  of  antique  marble  vases  were  distorted  by  the 
additions,  elaborations  and  mis-interpretations  of  the  sixteenth 
century  artists.  1 

! 

*  Illustrated,  H.  Thoma.  Kronen  und  Kleinodien.  Munich,  1955,  pi.  64.  .j 

*  Illustrated,  A.  Spitzmueller.  Kimst  aus  Oesterreich.  Goldschmiede-Arbeiten.  Bad  '< 
Voeslau,  1958,  pi.  29.  f 
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5  (Irit).  I^i'ii^n  by  (Jinlii*  Roimnin  for  a  cwor,  tin*  tlriliy  iiirnis  »)rjlic  foot  anticipating^  llic  Diitrli 
•urii'iilar  iiiiiiiiicr  of  the  scvcntoonllj  century.  Chriil  i'.hunh  l.ihrary,  Oxford. 

6  (below  loft).  Design  for  u  vuse  with  swiii((  handle,  attributed  to  Francesco  Salviati.  The  Victoria  and 
Alhert  Musrum. 


7  (below  rifiht).  Design  for  a  ewer  tlocoratetl  with  marine  subjects  by  Francesco  Salviati.  Christ  Church 
l.ihrary,  ().v/i>ri/. 
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Not  all  Italian  goldsmiths  had  to  seek  help  from  the  designer. 
A  master  such  as  Benvenuto  Cellini  thought  out  his  own 
programme  and  produced  his  own  designs.  The  principal 
monument  of  Italian  Mannerism  in  precious  metal,  the  golden 
salt-cellar  made  by  Cellini  for  King  Francois  I  of  France  and 
completed  in  1543,  is  too  well  known  to  require  detailed 
discussion  here.  The  elaborate  symbolism  that  governs  its  design 
has  imposed  firm  restrictions  on  the  artist's  fantasy  and  the  result 
is  majestic  and  dignified.  Nevertheless  the  uncomfortable  position 
of  the  two  main  figures,  symbolic  of  Earth  and  Ocean,  both  of 
whom  seem  about  to  fall  backwards  off  the  plinth,  does  suggest 
the  Mannerist  tendency  to  sacrifice  serenity  and  harmony  in 
order  to  achieve  a  more  dramatic  effect.  Though  a  large  number 
of  gold  mounted  hard  stone  vessels  survive  to  show  the  quality 
and  variety  of  Italian  goldsmiths'  work  of  the  second  half  of  the 
si.xteenth  century,  vessels  made  entirely  of  precious  metal,  other 
than  ecclesiastical  plate,  are  rare.  To  obtain  an  adequate  picture 
of  Italian  goldsmiths'  work  of  this  period,  it  is  therefore  necessary 
to  rely  to  a  greater  extent  upon  drawings  and  designs  than  is  the 
case  with  regard  to  northern  goldsmiths'  work.  In  considering 
these,  one  has  to  remember  that  the  designer  was  frequently 
tempted  to  indulge  in  fantasies  that  could  never  be  executed  in 


metal.  The  three  most  important  of  the  earlier  Mannerist 
designers  are  Giulio  Romano  (1492  or  1499-1546),  Francesco 
Salviati  (15 10-1563),  and  Perino  del  Vaga  (i 501-1547). 

In  the  intervals  between  his  many  important  commissions  as 
architect  and  painter  in  Rome  and  Mantua,  Giulio  Romano 
found  time  to  produce  a  large  number  of  designs  for  goldsmiths' 
work,  some  of  which  are  known  to  have  been  executed  for 
various  members  of  the  family  of  Gonzaga,  Dukes  of  Mantua. 
The  most  recent  study  on  this  master"  attributes  some  85  gold- 
smiths' designs  to  him,  but  a  considerably  larger  number  in  his 
manner  are  extant.  Whereas  Salviati  was  usually  at  pains  to 
preserve  a  graceful  profile  in  his  vessel  designs,  Giulio  Romano 
was  more  adventurous  and  was  quite  prepared  to  sacrifice  grace 
of  form  in  the  interests  of  originality.  His  fertile  imagination 
created  an  extraordinary  variety  of  vessel  forms;  many  of  the 
designs  being  roughly  executed  without  attempting  to  do  more 
than  preserve  a  fleeting  idea.  The  drawings  are  important  as 
the  most  forceful  and  extreme  expression  of  Mannerist  taste,  but 
it  is  significant  that  those  few  designs  which  are  know^n  to  have 
been  executed  are  far  less  extravagant.  Amongst  them  is  a  sweet- 
meat box  made  for  Don  Ferrante  Gonzaga  in  a  somewhat 

'  F.  Hartt.  Giulio  Rotiiano.  New  Haven,  1958. 
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(i  (Irit).  Hroiur  ciialicl,  ttirinouiitrd  by  llic  arms  i>l' 
i>rKiiiiliiio  Sinrolrt.  Hi>iht>p  of  Sait  Miirro  (i  sftH-iS72), 
ICtiliaii,  dbotil  1570.  /'/if  I'iiloriii  •ini/  Athrrl  AfMii-um. 


0  (below).  Salt  cellar,  f;ilf-bron7c,  c»»inposcil  of  seahorses 
ami  trili>ns  siipportiiif;  slu-lls,  the  wliole  stirinoiiiited  by  a 
nereiil.  Italian,  tliinl  ipiarter  of  the  sixteenth  century. 
7  /i«-  I  I'lfon.i  .iMi/  Alhi-rl  Musfum. 


coiivciition.il  Koiiiai)  sarcophagus  form.  I  lie  design  for  a  cwcT 
formed  as  a  dolphin  ciirlctl  around  a  shell  (No.  5)  is  of  prophetic 
interest  as  it  appears  to  be  the  prototype  of  the  fleshy  Dutch 
Baroque  forms  developed  by  the  van  Vianen  fannly  of  Utrecht 
in  the  seventeenth  century. 

Judging  from  the  number  of  drawings  by  him  or  in  his 
manner  that  survive,  the  most  influential  of  the  Italian  goldsmith 
designers  in  the  Mannerist  style  was  Francesco  Salviati  (1510- 
Vasari  tells  us  that  he  was  first  .set  to  learn  the  craft  of  the 
goldsmith  in  the  shop  of  his  uncle — 'by  reason  of  which  oppor- 
tunity for  design  Francesco  in  a  few  months  made  so  much 
proficience,  that  everyone  was  astonished'.  T  hough  he  was  for 
the  most  part  occupied  as  a  painter,  he  was  'very  well  disposed 
towards  Francesco  di  Clirolamo  da  Prato'  a  goldsmith  who  'was 
a  man  of  most  beautiful  genius,  and  drew  better  than  any  other 
goldsmith  of  his  time'.  It  is  possible  that  some  of  the  large 
number  of  drawings  in  Salviati's  manner  which  one  hesitates  to 
attribute  directly  to  him  may  be  the  work  (if  this  friend.  In  his 
designs  for  goldsmiths'  work,  Salviati  exploited  most  of  the  ideas 
that  could  be  derived  from  antique  sources,  but  did  not  develop 
the  extremes  of  fiuitasy  that  were  a  feature  of  northern  Man- 
nerism. While  many  of  the  attributions  of  designs  to  him  arc 
conjectural,  there  is  no  doubt  about  his  workshop  manner.  He 
showed  on  the  whole  a  preference  for  undistortcd  profiles  in  the 
vessels  he  designed  (No.  6).  These  are  commonly  decorated  with 
friezes  derived  from  Mantcgna  or,  perhaps,  directly  from  Roman 
sarcophagi,  composed  of  numerous  human  or  semi-human 
figures  whose  bodies  are  inextricably  intermingled  in  combat  or 
amorous  embrace.  His  friezes  of  Nereids  and  Tritons  were 
adopted  as  the  standard  treatment  for  the  borders  of  rose-water 
basins  not  only  in  Italy  but  throughout  western  Europe  until  well 
into  the  seventeenth  century.  He  also  exploited  with  inexhaustible 
imaginative  resource  the  stock  of  marine  life,  crabs,  shells,  etc., 
which  are  already  to  be  found  in  the  prints  of  Vico  or  Agostino. 
Some  of  his  designs  are  known  in  several  identical  or  almost 
identical  versions.  These  replicas,  which  sometimes  display  signs 
of  routine  production,  were  probably  turned  out  in  his  workshop 
for  sale  to  goldsmiths  in  the  same  way  that  printed  sheets  of 
designs  were  sold  to  goldsmiths  in  Germany. 

The  Salviati  designs  arc  found  either  in  the  form  of  immensely 
vital  sketches  (No.  7)  or  of  more  carefully  finished  drawings.  It 
is  only  of  the  latter  that  more  than  one  version  exists.  An 
exceptionally  complete  series  of  Salviati  goldsmiths'  designs  is 
that  consisting  of  twenty-four  sheets  of  drawings  which  were 
purchased  in  Bologna  between  the  wars  and  are  now  in  a 
Swedish  private  collection.  These  cover  almost  the  whole  range 
of  goldsmiths'  work,  including  candlesticks,  dishes,  tazzc,  salt- 
cellars, caskets,  flasks,  cruets,  spoons  and  forks.  Of  the  twenty- 
four  sheets  in  this  series,  thirteen  arc  repeated  in  a  large  collection 
of  goldsmiths'  designs  in  the  Victoria  and  Albert  Museum,  the 
vast  majority  of  which  are  from  the  hand  of  the  Antwerp  bom 
goldsmith,  Erasmus  Hornick. 

Apart  from  the  friezes  of  sea  creatures,  Salviati's  favourite 
decorative  devices  were  pairs  of  winged  terms  set  back  to  back 
and  cartouches  with  rolled  over  borders  enclosing  a  single 
recumbent  nude  male  or  female  figure,  usually  in  a  somewhat 
erotic  pose  (No.  6).  In  his  figure  subjects  he  does  not  hesitate  to 
repeat  the  same  composition:  a  bearded  recumbent  man  and  a 
Triton  embracing  a  Nereid  appear  frequently.  His  female  nudes 
still  display  the  rotund  forms  of  the  Renaissance  rather  than  the 
long  elegant  figures  of  the  Mannerist  ideal  developed  by  Cellini 
and  the  group  of  Italian  artists  who  worked  for  Franc^ois  I  at 

*  Illustrated,  Hartt.  op.  cit.,  fig.  139. 
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10.  Design  for  a  casket,  attributed  to  Francesco  Salviati.  The  oval  panels  were  intended  to  be  executed  in  rock  crystal  as 
in  the  Famese  casket.  The  Pertnan  Collection,  Stockholm. 

11.  Designs  for  two  ewers  and  a  bowl  with  swing  handle  by  Perino  del  Vaga.  The  Cooper  Union  Museum,  New  York. 


Fontainebleau.  Salviati's  ornament,  on  the  other  hand,  is 
composed  ahnost  entirely  of  hving,  writhing  forms  and  lacks  the 
logical,  architectonic  construction  of  the  first  half  of  the  sixteenth 
century. 

Designs  such  as  those  of  Francesco  Salviati  were  not  intended 
for  execution  exclusively  in  precious  metal ;  they  were  also  used 
by  bronze  founders.  A  bronze  casket  in  the  Victoria  and  Albert 
Museum,  dating  from  about  1570  (No.  8),  might  well  have  been 
based  upon  a  Salviati  drawing,  while  a  pair  of  gilt  bronze  salts 
(No.  9)  in  the  same  collection  illustrate  his  style  in  a  more  general 
manner.  Of  the  major  examples  of  Itahan  secular  goldsmiths' 
work  surviving,  the  most  strikingly  Salviatesque  is  the  famous 
Farnese  casket  in  the  Naples  Museum.^  This  was  the  work  of  a 
Florentine  goldsmith,  Manno  Fiorentino,  who,  according  to 
Vasari,  was  Salviati's  'dearest  friend'.  A  number  of  casket  designs 
by  Salviati  are  extant,  one  of  which  is  illustrated  here  (No.  10). 
The  form  of  the  Farnese  casket  as  executed  is  more  architectural 
than  are  the  designs  of  the  Mannerist  artist,  but  Salviati's  influence 
is  unmistakable. 

Of  comparable  importance  with  Salviati  was  his  shghtly  older 
fellow  Florentine,  Perino  del  Vaga.  Their  manner  was  very 
similar  and  their  designs  are  to  be  distinguished  by  references  to 
idiosyncrasies  of  drawing  rather  than  to  styhstic  differences. 
Perino  is  known  to  have  furnished  designs  to  the  rock-crystal 
cutter,  Giovanni  Bernardi,  and  the  chance  preservation  of  a 

^Illustrated,  E.  Kris.  op.  cit.,  Vol.  II,  pi.  241,  242. 


series  of  letters  concerning  a  casket  ordered  by  Pierluigi,  Duke  of 
Parma  and  Piacenza,  throws  much  light  on  the  method  of  work- 
ing at  the  time.^"  It  seems  that  a  series  of  rock-crystal  plaques, 
engraved  by  Giovanni  Bernardi  after  designs  by  Michelangelo, 
fell  into  the  hands  of  Duke  Pierluigi.  They  were,  however, 
insufficient  in  number  to  decorate  a  casket,  and  the  Duke's 
secretary,  Tolomei,  requested  Perino  to  provide  further  designs 
which  Bernardi  might  then  engrave  in  crystal.  Perino  refused  the 
commission  for  fear  of  offending  Michelangelo,  and  the  casket 
was  presumably  never  executed.  Though  Perino  failed  to  supply 
designs  on  this  occasion,  he  did  in  fact  provide  Giovanni 
Bernardi  regularly  with  such  designs  when  he  resided  in  Rome 
during  the  pontificate  of  Pope  Paul  III.  While  Salviati's  designs 
were  mainly  intended  for  the  goldsmith,  Perino  was  more 
concerned  with  the  engraver  of  crystal.  In  fact  the  two  artists 
seem  to  have  co-operated  on  the  Farnese  casket,  of  which  the 
goldsmiths'  work  shows  the  srs'le  of  Salviati,  whereas  the  rock 
crystals  w-ere  engraved  after  designs  by  Perino  del  Vaga. 

The  three  drawings  of  mounted  hard-stone  vessels  by  Perino 
(No.  12),  are  of  restrained  design  but  illustrate  the  determination 
of  the  Mannerists  to  give  some  new  or  unexpected  twist  to 
familiar  material.  The  drawing  at  the  bottom  of  a  female  term 
supporting  a  shell  spout  provides  a  startlingly  original  solution  of 
the  problem  of  designing  a  ewer. 

See  E.  Kris.  op.  cit..  Vol.  I,  p.  64. 

[To  be  continued) 
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Flemish  and  Dutch  Landscape  Drawings 

An  Exhibition  in  the  University  Library,  W^arsaw 

Andrzcj  Chudzikowski 


SEVERAL  important  exhibitions  of  works  by  foreign 
artists  in  PoHsh  collections  have  been  held  in  Poland  during  the 
past  tive  years — old  master  paintings  at  Cracow  in  1935; 
seventeenth-  and  eighteenth-century  Italian  paintings,  French 
drawings  and  prints  of  the  nineteenth  and  twentieth  centuries, 
works  by  Rembrandt  and  his  contemporaries,  all  held  in  Warsaw 
in  1956;  seventeenth-century  Dutch  portraits  at  Poznan  also  in 
1956;  and  an  exhibition  of  seventeenth-century  Dutch  landscapes 
held  in  Warsaw  in  1958.'  The  most  recent  of  these  was  the  ex- 
hibition devoted  to  Dutch  and  Flemish  landscape  drawings 
shown  in  the  print  room  of  the  Warsaw  University  Library  in 
September,  1959.-  It  included  76  drawings  from  the  Warsaw 
University  Collection  and  the  Muzeum  Pomorskie,  Gdansk ;  and, 
although  several  of  them  had  previously  been  published,  the 
majority  were  unknown  even  to  students.'-  The  scholarly, 
illustrated  catalogue  of  this  exhibition,  compiled  by  Professor 
Stanislawa  Sawicka  will  therefore  prove  of  lasting  value  to  all 
students  of  Dutch  and  Flemish  draughtsmanship.^  As  few  of  the 
drawings  were  signed,  some  of  the  attributions  proposed  by 
Professor  Sawicka  naturally  aroused  discussion  and  it  is  with  these 
that  the  present  article  is  concerned. 

Among  the  few  late  sixteenth-century  drawings  in  the  exhibi- 
tion, that  of  the  Buildina  of  the  Tower  of  Babel,  from  Gdansk, 
proved  of  great  interest  (No.  i).  The  catalogue  ascribed  it  to 
Hendrick  van  Cleve  III  and  comiected  it  with  a  painting  of  the 
same  subject  in  the  Meyer  Collection  at  Osnabriick*  but  suggested 
that  the  drawing  might  be  a  later  copy  after  the  picture.  There  is 

'  ITp-MiM  obrcizow  dawiiych  misirzow  (exhibition  of  paintings  by  old  masters), 
Cracow,  1955;  Jan  Bialostocki:  Mostra  iklla  pitiiira  italiana  iielle  colkzioni  polacche 
X\'II-XV1U  sec,  Warsaw,  1956;  Exposition  de  dessiiis,  estampes,  miniatures  fran^aises 
dii  XIXe  siecle  Jiisqii'mi  debut  dti  XXe,  Warsaw,  1956;  Rembrandt  et  ses  contemporains, 
I  Peinture,  II  Dessins-Estanipes,  Warsaw,  1956;  Anna  Dobrzycka:  Portret 
liolcnderski  XVII  iriekii  ic  zbioracli  polskich  (seventeenth  century  Dutch  portraits  in 
Polish  collections),  Poznari,  1956;  Andrzej  Chudzikowski:  Le  paysage  hollandais  an 
Xl^IIe  siecle,  Warsaw,  1958. 

-  Those  previously  exhibited  or  otherwise  published  have  appeared  in:  Vystai'ka 
proizi'edenii  izobrazitielnogo  isknsstra  iz  polskich  miizieiev  (exhibition  of  works  of 
art  from  Polish  museums),  Moscow,  1956;  H'ystawy  dziel  sztuki  zabezpieczonycli 
przez  ZSRR  (exhibition  of  works  of  art  returned  from  the  U.S.S.R.),  Warsaw, 
Gdansk,  Poznan,  Szczecin,  1956,  pp.  48-50;  Rembrandt  et  ses  contemporains  op.  cit. 
vol.  li,  nos.  35  and  92;  Hans  F.  Seeker:  'Rembrandt  und  sein  Kreis.  Unveroffent- 
liche  Handzeichningen  aus  dem  Danziger  Kabinett'  in  Zeitsclirift  fiir  hildende 
Kunst,  Leipzig,  1920,  N.F.  Bd.  XXXI,  pp.  21,  48.  pi.  3,  7,  8;  Otto  Benesch:  The 
Drawings  of  Rembrandt,  London,  1954-7,  vol.  iv,  no.  291,  fig.  938;  vol.  vi,  addenda 
19,  fig.  1727. 

'Stanislawa  Sawicka:  Dessins:  Pay  sages  de  I'ecole  flamande  et  hollandaise  {fin  du 
XI 7e  moitie  dn  XVIIIe  siecle),  Warsaw,  1959. 

G.  Pauli:  'Die  Sammlung  alter  Meister  in  der  Hamburger  Kunsthalle'  in 
Zeitsclirift  fiir  bildcnde  Kunst,  Leipzig,  1920,  N.F.,  vol.  xxxi,  p.  192,  pi.  16. 


however  another  painting  of  the  Building  of  the  Tower  of  Babel  by 
the  same  hand,  in  the  KroUer-MuUer  Rijksmuseum,  Otterlo, 
which  has  more  in  common  with  the  Gdansk  drawing,  especially 
in  the  treatment  of  the  sky-line  and  the  figures  in  the  foreground.^ 

The  mannerist  drawings  included  the  lovely  Diana  and  the 
Nymph  Callisto  from  Gdansk  (Cat.  No.  68,  pi.  6)  which  shows 
affinities  with  the  work  of  both  H.  Goltzius  and  J.  Wtwael  and 
was  attributed,  probably  correctly,  to  the  latter.  Paul  Bril  was 
represented  by  two  characteristic  drawings  (Cat.  Nos.  13  and  15). 
But  the  landscape  with  trees,  a  stream  and  chapel  attributed  to  a 
him  (Cat.  No.  14)  aroused  some  discussion;  for  its  Tyrolese 
rather  than  Italian  character  recalled  the  work  of  Roelandt  Savery 
and  especially  his  drawing  in  the  Louvre  which  shows  a  striking 
hkeness  in  line  and  the  treatment  of  the  trees.*  The  author  might 
alternatively  be  a  member  of  the  Frankenthal  school  of  landscape 
painters. '  One  of  the  most  beautiful  drawings  in  the  exhibition 
was  a  view  of  the  Colosseum  (No.  2),  remarkable  for  its  subtlety 
of  line  and  richness  of  light  effects,  ascribed  to  'Willem  van 
Nieulandt  I  (:)'  (Cat.  No.  39).  The  question  mark  does  not, 
however,  seem  necessary,  for  the  drawing  is  typical  of  Nieulandt 
and  particularlv  close  to  his  view  of  Rome  in  Dr.  A.  Welcker's 
collection  in  Amsterdam.  *  Professor  Sawicka  has  also  been  over- 
cautious in  attributing  The  Farm-yard,  from  Gdansk  (Cat.  No. 
48),  to  R.  Savery,  for  the  authorship  seems  to  be  proved  by  its 
similarity  with  a  signed  work  by  Savery  in  Berhn.' 

Of  the  Dutch  drawings  in  the  exhibition  the  two  by  Rem- 
brandt (Cat.  Nos.  37  and  38)  were  outstanding.  Although  their 
authenticity  has  occasionally  been  doubted  they  were  both 
accepted  by  Dr.  O.  Benesch^"  and  there  can  be  very  little  doubt 
that  they  are  Rembrandt's  work  (No.  3).  There  were  drawings 
bv  Rembrandt's  contemporaries,  Lambert  Doomer  (Cat.  No. 
19)  and  Abraham  Furnerius  (Cat.  No.  22).  Roeland  Roghman 
was  represented  by  a  sis,ned  Landscape  with  a  Stream  (Cat.  No.  39). 
But  the  drawing  of  Tobias  and  the  Anoel  (No.  4)  which  was 

^  Catalo^us  van  Schildcrijcn  bchorende  tot  de  verzameling  van  liet  Rijksmuseum 
Kroller-Miiller.  Otterlo,  Geldcrland,  1950,  p.  46-8,  pi.  10. 

*  Frits  Lugt:  Miisce  du  Louvre,  Inventaire  general  des  dessins  des  ecoles  du  Nord,  Ecole 
hollandaise.  Paris,  193 1,  vol.  II,  p.  29,  no.  712,  pi.  xli. 

'  O.  Benesch :  Die  Zeichnungen  der  niederldndischen  Schulen  des  XI '  wid  XI  I 
Jahrhunderls,  Vienna.  1928,  pi.  66. 

*  Walther  Bernt:  Die  niederlandischen  Zeichner  des  17  Jhdts,  Munich,  1957,  vol.  ii, 
no.  444. 

*  E.  Bock  and  J.  Rosenberg:  Die  Zeichnungen  alter  Meister  in  Kupferstichkabinet  zu 
Berlin,  Die  niederldndischen  Meister,  Berlin,  1930,  no.  5380,  pi.  193. 

I'O.  Benesch:  The  Drawings  of  Rembrandt  cit.,  vol.  iv,  no.  291,  fig.  938;  vol.  vi, 
addenda  18,  fig.  1727. 
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The  Ruins  of  the  Colossium,  by  Willem  van  Nieulandt  I,  19  8     26  9  cm.  Muzeum  Pomorskie,  Gdansk. 


167 


3-  The  Mouth  of  the  River  Ij,  by  Rembrandt  van  Rijn,  ii  -6  x  i8  -6  cm. 
Warsaw  University  Collection. 


5.  Landscape  with  a  Cottage,  by  Pieter  Molyn,  20  7  X  30  cm.  Warsaw 
University  Collection. 

6.  Italianate  Landscape,  by  Jan  Asselyn,  19  -3  x  20  cm.  The  bridge  and  the 
ruin  beyond  it  appear  to  have  been  based  on  the  Ponte  Lucano 

and  the  Torre  di  Plautia.  Warsaw  University  Collection. 
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attributed  to  him  sccincd  to  be  by  a  dirterent  hand.  In  the  first 
place,  it  seemed  too  early  tor  him,  its  debt  to  the  mannerist 
tradition  suijgesting  a  date  between  1620  and  1630.  The  sheet 
shows  some  artmities  in  composition  to  drawings  by  P.  Bril, 
especially  his  landscape  in  the  de  Grez  Collection."  And  it  also 
has  similarities  with  works  by  Joos  de  Momper  and  even 
Hercules  Seghers.  However,  the  severe  dramatic  atmosphere  of 
the  landscape  and  the  bold  spontaneity  of  handling  suggest  that 
the  author  may  be  one  ot  Rembrandt's  immediate  predecessors. 
Picter  Lastman,  Nicolaes  Moeyaert  and  the  two  Pynas  brothers 
all  executed  landscape  drawings  of  a  similar  type.  Indeed,  draw- 
ings by  Jacob  Pynas  in  Berlin,  Paris,  Amsterdam  and  Haarlem 
show  close  similarities  with  the  Tobias  and  the  An\^cl  in  com- 
positional arrangement,  the  use  of  long  strokes,  the  type  of  the 
tigures  and  the  delicacy  ot  the  background.'-  If  this  drawing  is 
not  by  Jacob  Pynas  it  is  clearly  by  an  artist  in  his  circle. 

Drawings  by  landscape  painters  of  the  'monochromatic' 
period,  though  not  very  numerous,  were  adequately  represented 
in  the  exhibition.  They  included  a  view  of  a  village  with  a  frozen 
stream  by  Esias  van  cie  Velde  (Cat.  No.  56),  a  landscape  with  a 
cottage  by  Pieter  Molyn  (Cat.  No.  29)  (No.  5)  and  a  beautiful 
drawing  by  Jan  van  Goyen  (Cat.  No.  23),  which  sufficiently 
illustrated  this  trend  in  Dutch  landscape  draughtsmanship. 

A  group  of  drawings  by  Jan  Asselyn  (Cat.  No.  2)  (No.  6),  Jan 
Both  (Cat.  No.  1 1)  Nicolaes  Berchem  (Cat.  Nos.  6-9)  and  Adam 
Pynacker  represented  the  Italianizing  movement.  But  the  attri- 
butions of  some  of  the  other  sheets  in  this  section  of  the  exhibi- 
tion may  be  questioned.  The  Landscape  with  a  Stream  Riitniiuo 
over  a  Rock  (Cat.  No.  36)  attributed  to  Cornelis  van  Poelenburgh 
appears  to  be  by  Bartholomeus  Breenbergh.  Two  charmingly 
free  landscapes  attributed  to  Jan  Asselyn  (Cat.  Nos.  3-4)  seem  to 
be  the  work  of  another  artist  and  one  may  doubt  if  they  are 
Dutch.  The  southern  character  of  the  landscapes  attributed  to 
Herman  Saftleven  (Cat.  Nos.  44  and  45)  suggest  that  they  are  by 
one  of  the  Italianate  masters.  These  drawings  have  however  some 

"J.  C.  Ebbinge  Wiibben:  Oiide  tekeuingen  van  Vlaansse  en  HoUandse  ineesiers  tiit 
de  i'er;ameling  de  Grez.  Rotterdam,  1954,  p.  7.  no.  9,  pi.  S- 

'-Kurt  Bauch:  'Beitrage  zum  Werk  dcr  Vorlaufer  Reinbrandts,  IV  Handzeich- 
nungen  von  Jacob  Pynas'  in  Oiid  Holland,  liv,  1937,  pp.  241-252. 


4.  Landscape  with  Tobias  and  the  Angel, 
anonymous,  15  -5  26  - 1  cm.  Attri- 
buted in  the  catalogue  of  the  exhibition 
to  Rocland  Roghman,  this  drawing  is 
more  probably  to  be  dated  in  the  1620's 
and  is  possibly  by  Jacob  Pynas.  Muz- 
eum  Pomorskie,  Gdansk. 

7.  View  of  a  Frozen  Canal,  attributed  to  Willem  van  de  Velde  the  younger, 
16 -8  cm.  diameter.  Though  associated  with  paintings  by  Hendrick  Aver- 
camp  and  Esias  van  de  Velde,  this  drawing  appears  to  date  from  the  late 
seventeenth  century.  Warsaw  University  Collection. 
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8.  View  of  a  River,  by  Hendrick  Spilman,  12  7  x   19  4  cm.  Muzeum  Pomorskie,  Gdansk. 


affinities  with  one  by  Thomas  Wyck  in  the  Louvre.'*  A 
Mountainous  Landscape  (Cat.  No.  20)  attributed  to  Allart  van 
Everdingen  should  be  added  to  the  same  group  of  drawings.  And 
we  may  also  ascribe  to  this  master  the  Landscape  with  a  Watermill 
(Cat.  No.  31)  attributed  by  Professor  Sawicka  to  Frederic  de 
Moucheron.  The  northern  character  of  the  landscape  itself  and 
the  similarity  of  the  composition  to  that  of  a  painting  in  the 
Pinakothek  in  Munich  suggests  that  this  may  be  by  Everdingen. 
But  the  name  of  Gillis  Neyts  also  comes  to  mind  on  account  of 
his  drawing  in  Munich  which  has  many  similarities  both  in 
subject  matter  and  technique  with  the  Warsaw  drawing. 

Marine  landscapes  in  the  exhibition  included  drawings  by 
Willem  van  de  Velde  the  elder  (Cat.  Nos.  57-58)  and  the  younger 
(Cat.  No.  60),  Lieve  Verschuir  (Cat.  No.  62),  Ludolf  Backhuysen 
(Cat.  No.  5)  and  Zeeman  (Cat.  No.  69).  But  perhaps  the  most 
remarkable  was  the  anonymous  seascape  (Cat.  No.  70)  which,  in 
the  smoothness  of  the  water,  the  delicate  light  and  the  ornamental 
treatment  of  the  sails  of  the  boats,  was  reminiscent  of  Jan  van  de 
Cappelle's  paintings,  notably  his  Boats  near  the  Coast  in  the 
Mauritshuis,  The  Hague  (No.  820).  But  as  the  style  of  execution 
suggests  a  later  date  this  drawing  must  be  ascribed  to  an  imitator 
of  Cappelle.  A  similar  problem  was  raised  by  the  View  of  a 
Frozen  Canal  (Cat.  No.  61)  which  is  connected  with  the  early 
seventeenth-century  Shatin^^  on  Ice  by  Hendrick  Avercamp  and 
Esaias  van  de  Velde.  The  costumes  in  this  drawing  are  certainly 


^*F.  Lugt:  op.  cit.,  no.  954,  pi.  Ixxxix. 


early  seventeenth  century,  but  the  handling — the  use  of  light  and 
shade  and  the  delicate  modelling  of  the  figures — indicates  that  it 
is  later.  In  the  exhibition  the  drawing  appeared  under  the  name 
of  Willem  van  de  Velde  the  younger  and  although  this  attribu- 
tion raised  some  doubts  it  was  difficult  to  suggest  an  alternative. 

Only  one  drawing  of  a  hunting  subject  was  shown  in  the 
exhibition:  Hunting  the  Elk  by  Dirck  Maas  (Cat.  No.  28).  It 
should  be  pointed  out  that  this  attribution  may  be  supported  by  a 
nearly  identical  drawing,  signed  by  Maas,  in  Berlin. 

The  eighteenth  century  was  represented  by  drawings  by 
Caspar  van  Wittel — known  as  Vanvitelli — (Cat.  Nos.  66-67), 
Isaac  de  Moucheron  (Cat.  No.  32)  and  Hendrick  Spilman  (Cat. 
Nos.  53-54).  The  Vieip  of  a  River  by  Spilman  (No.  8)  is  particu- 
larly charming  and  bears  a  surprising  likeness  to  the  compositions 
of  Jan  van  Goyen.  This  interesting  translation  of  van  Goyen's 
composition  into  the  language  of  the  eighteenth  century  reveals 
the  extent  of  his  influence  among  Dutch  landscape  painters. 

The  remarks  in  this  article  by  no  means  exhaust  the  points  for 
discussion  raised  by  this  exhibition.  Several  drawings  should  at 
least  be  mentioned  if  only  on  account  of  their  great  rarity :  those 
by  Balthasar  Lauwers  (Cat.  No.  27),  Herman  Nauwincx  (Cat. 
No.  33)  and  Salomon  Savery  (Cat.  No.  49).  Others  should  be 
named  for  their  high  artistic  merit,  especially  those  by  Nicolaes 
Bcrchem  (Cat.  No.  6),  Lambert  Doomer  (Cat.  No.  19),  Jacques 
d'Arthois  (Cat.  No.  i)  and  Jacob  van  der  Ulft  (Cat.  No.  55). 
These  helped  to  make  the  exhibition  as  attractive  to  the  amateur 
as  it  was  interesting  to  the  student.  And  the  great  number  of 
problems  which  it  brought  proved  its  scholarly  importance. 
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Yugoslav  Icons  at  Ohrid 

On  the  occasion  oi  an  International  Conference 

Taniara  Talbot  Rice 

(Author  of  many  books  on  Icons) 


THE  rccctit  tiiagnihccnt  exhibition  of  icons,  ranging  in  date 
troni  the  twcUth  to  the  seventeenth  centuries  and  held  in  the 
enchanting  mediaeval  Macedonian  townlet  of  Ohrid,  marked 
the  meeting  in  Yugoslavia  ot  the  I  weltth  International  Congress 
ot  Byzaiituie  Studies.  Although  m  Russia  icons  first  attractetl 
the  attention  ot  the  art  world  m  tiie  latter  half  of  the  nineteenth 
century,  while  m  Cireece  serious  interest  dates  trom  the  end  ot  the 
First  World  War,  in  Yugoslavia  it  is  really  only  since  the  end  of  the 
Second  World  War  that  the  cleaning  and  conservation  of  earlv 
work  has  been  put  in  hand.  The  Ohrid  exhibition  was,  in  fact, 
the  tirst  ot  its  kind  to  be  held  there. 

Western  Europe's  growing  appreciation  of  icons,  which  is  to 
be  assessed  by  the  Louvre's  policy  ot  buying  panels  of  quality 
and  by  the  steps  which  have  been  taken  in  Venice  to  bring  order 
and  to  exhibit  the  icons  ot  San  Giorgio  dei  Greci,  would  alone 
have  justitied  the  Ohrid  exhibition.  The  high  quality  and 
stylistic  diversity  of  the  panels  which  were  assembled  there,  and 
the  great  proticiency  with  which  they  had  been  cleaned  and 
conserved,  would  have  sutticed  to  make  the  exhibition  important. 
Its  interest  was,  however,  greatly  increased  by  the  fact  that 
many  of  the  pictures  belong  to  monasteries  so  remote  that  the 
icons  from  them  were  previously  virtually  unknown  even  to 
scholars:  and  the  Yugoslav  authorities,  who  acted  both  as  hosts 
to  the  Congress  and  organisers  of  the  exhibition,  are  to  be 
congratulated  on  their  achievement.  The  value  of  the  exhibition 
was  turther  enhanced  by  the  very  excellent  illustrated  catalogue 
which  was  issued  for  the  occasion. 

The  ninety-two  icons  forming  the  exhibition  were  divided 
into  tive  groups;  the  tirst  was  made  up  of  icons  from  Ohrid, 
dating  from  the  twelfth  to  the  fourteenth  century.  At  this  period 
Ohrid  was  the  seat  of  the  Serbian  archbishop  and  most  of  the 
icons  carry  inscriptions  showing  that  they  were  made  at  the 
order  of  the  local  church  dignitaries.  The  majority  are  Byzantine 
works,  that  is  to  say  they  were  either  imports  from  the  Byzantine 
capital  or  from  neighbouring  Salonica,  or  else  painted  by  Greeks 
who  had  been  trained  in  Constantinople;  though  some  are  by 
Macedonian  artists.  The  second  group  contained  icons  dating 
from  1334  to  1395,  the  short  period  when  Serbia  was  an  inde- 
pendent, prosperous  and  artistically  creative  kingdom.  Next 
came  a  selection  of  mediaeval  paintings  from  the  Adriatic  region. 
This  section  was  followed  by  one  devoted  to  panels  of  the  so- 
called  Italo-Cretan  school.  Finally,  twenty-five  panels  represented 
the  type  of  work  which  was  done  when  the  Turks  ruled  over 
Serbia. 


I.  Double  sided  icon  with  the  Virgin  and  Child  on  the  obverse  and  the 
Crucifixion  on  the  reverse,  from  the  National  Museum,  Ohrid. 
Byzantine  work  of  the  second  half  of  the  thirteenth  century, 
97  X  67  X  3.3  cm. 
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4  (rinlu).  U«»y«l  door  (ruin  tin-  i  liiirrh  of"  Ho^orodira 
M«)lni(''k.i,  Ohrid,  %liowiii^  the  iirrliiiii^cl  (iabrirl  and 
Kiii^:  Soloini>ii.  Local  work  of  the  iccoiid  half  of  the 
fourtrcnih  rcniiiry,  112      37      5  cm. 


J  (b«low).  I'hc  Incredulity  of  Thoitiat.  from  the  National 
Mutriim.  Ohriil.  Mtimlonian  p.inri  ol  r.irly  fourteenth 
century  date,  4ft      jH..s      \  cm. 


The  icons  forming  the  first  group  were  the  most  important, 
partly  because  such  works  are  extremely  rare  and  partly  because 
ot  the  very  high  quality  of  the  exhibits.  They  numbered  twenty- 
eight,  two  thirds  of  which  had  been  discovered  within  only  the 
last  few  years.  It  was  the  great  Russian  Byzantinist,  Nikodim 
Kondakov,  who  tirst  realised  the  importance  of  the  Ohnd  icons, 
calling  attention  to  them  in  his  book  on  Macedonia  pubhshed 
some  hfty  years  ago.  Recent  examination  has  proved  the  sound- 
ness of  his  judgement;  for  none  of  the  paintings  is  later  in  date 
than  the  very  beginning  of  the  fifteenth  century,  whilst  the 
earliest — the  icon  of  the  Forty  Martyrs— belongs  at  the  latest  to 
the  opening  years  of  the  twelfth  century.  A  great  processional 
icon,  is  among  the  finest  in  this  group.  Like  many  processional 
icons  it  is  painted  on  both  sides,  displaying  the  Virgin  and  Child 
on  the  obverse  (No.  i)  and  the  Crucifixion  on  the  reverse.  The 
Virgin  and  Child  are  rendered  not  only  wath  great  tenderness  and 
sensitivity,  but  also  with  a  true  realisation  of  their  grandeur ;  the 
purity  of  their  oval  faces,  the  dehcacy  of  their  elongated  noses,  the 
depth  of  feeling  expressed  by  their  almond  shaped  eyes  and 
painfully  pursed  lips  are  wholly  in  accord  with  the  best  traditions 
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5  (left).  The  Dormition,  attributed  to  Kozma,  from  the 
iconostasis  of  the  Monastery  of  Piva,  dated  to  1638/9, 
129.5  '   76  X  4.2  cm. 

6  (below  left).  A  biographical  icon  of  St.  Luke  by 
Absolom  Vujicic  of  Montenegro,  from  the  Monastery  of 
Moraca,  dated  to  1672/3,  88.5  /  73  X  4  cm. 

7  (below).  The  Virgin  and  Child  with  donor,  from 
Korcula.  Adriatic  school  of  the  third  quarter  of  the 
thirteenth  century,  109  <  85  >  2  cm.  ascribed  to  an 
itinerant  Greek  working  near  Kotor  or  Dubrovnik. 


v't  I'.tloolomu"  art.  V\\c  loloiir  hIumiu"  is  basfil  on  .ulmir.iMv 
lMlaiui\l  sh.uli-N  ot  Oiliri"s,  v?royN,  Itrowiush  gri-t"iv%  and  hrdvvnisfi 
u  Jn.  iUmp  iiiuialHT,  pale  aiul  oUw  greens  aiul  piirpk-s,  and  tlic 
viitni"  l\uki;rvnmd  is  (.mcrcd  with  claborati-  rcpinissc  silver 
pl,u]uos  ot  tlu"  tnu*Nt  (.ontiMuporary  workniansliip.  I  Ik*  ('ruiiKiN- 
uMi  on  tlu"  ri'vcrsi"  is  i\|iially  noble  and  poignant  in  spirit,  i'(.|iially 
\\A\  nnnpvncd  and  painted,  and  just  as  brilliant  and  liarnionious 
111  loloiir.  rhe  interest  in  anat(Miiy,  or  rather  in  the  play  of 
miiseles,  evineed  in  this  panel  and  in  three  other  paintini^s  heloni;- 
iiiv:  to  this  ijroup  is  surprising,  hut  since  there  are  only  few  Byzan- 
tine panels,  as  distinet  from  nuiral  paintings  of  the  same  date, 
with  whu  h  to  evMupare  them  it  is  as  yet  difheiilt  to  determine  how 
widespread  this  interest  was.  I'he  ijuality  of  the  icon  under  dis- 
eussion  is  si>  outstanding  that  the  painting  must  he  ascribed  to  a 
liv/antine  artist,  and  almost  certainly  one  from  C'onstantinople; 
though  it  may  be  argued  that  he  came  from  Salonica,  the  empire's 
second  citv.  situateil  within  such  easy  reach  of  Ohrid. 

Another  double-sided  processional  ici>n  ot  (.piite  outstanding 
i]uahty  is  about  a  hundred  years  later  in  date.  It,  too,  displays  a 
rendering  ot  the  Virgin  and  C'hild  on  its  face,  but  its  reverse  side 
is  adorned  with  a  remarkably  beautiful  Annunciation.  The  iccMi 
was  shown  in  the  Edinburgh  Festival  Exhibition  of  Byzantine 
Art,  where  it  was  described  in  the  catalogue  as  a  iiyzantinc  work, 
a  view  which  was  endorsed  by  the  Yugoslav  scholars  concerned 
with  the  Ohrid  exhibition.  In  the  Annunciation  scene  (No.  2) 
we  assuredly  have  before  us  one  of  the  worKI's  great  pictorial 
masterpieces. 

Another  ot  Ohrid's  icons,  that  of  the  Incredulity  of  St.  Thomas 
(No.  3)  is  to  be  dated  to  the  turn  of  the  thirteenth  century,  since 
it  is  known  to  have  been  one  oi  a  group,  of  which  ten  survive, 
commissioned  by  the  heteriarch  I'rogone  Sgouros,  a  son-in-law 
of  the  emperor  Andronicos  II,  tor  the  church  of  the  Virgin 
Pcribleptos  at  Ohrid.  which  was  completed  by  1295.  Though  in 
places  the  drawing  m  this  icon  lacks  the  delicate,  flowing  yet 
tirm  quality  which  distinguishes  the  two  processional  icons,  it  is 
always  powerful  and  accomplished,  the  draperies  are  forcefully 
modelled,  the  grouping  is  well  conceived  and  fully  integrated. 
The  classical  style  of  the  architectural  buildings  in  the  background 
is  y  et  another  instance  of  the  Constantinopolitans'  fondness  for 
reviving  ancient  motives. 

A  panel  from  a  Royal  Door  (No.  4),  which  once  belonged  to 
the  iconostasis  in  the  little  church  of  Bogorodica  Bolnicka  at 
Ohrid,  is  contemporary  with,  and  indeed,  by  the  same  hand  as 
the  church's  fourteenth-century  wall  paintings.  The  artist  had 
probably  trained  as  a  mural  painter,  for,  notwithstanding  the 
grace  and  sensitivity  with  which  the  faces  of  both  King  Solomon 
and  the  archangel  Gabriel  are  rendered,  the  compilers  of  the 
catalogue  rightly  argue  that  the  ef?bcts  of  light  and  shade,  con- 
veyed as  they  arc  by  means  of  large  strips  of  colour  instead  of  by 
hatchings,  are  more  in  accord  with  a  mural  artists'  treatment  of 
the  problem  than  that  of  a  panel  painter. 

As  yet  only  thirteen  panels  belonging  to  the  period  of  Serbia's 
sovereignty  are  known  to  exist  and  three  of  these  are  so  badly 
damaged  that  little  of  artistic  significance  survives  on  them. 
However,  the  ten  others  were  all  included  in  the  exhibition. 
All  are  lovely.  Some  are  by  Greek  artists,  some  by  Serbs;  and 
several  of  the  latter  are  now  thought  to  have  been  commissioned 
by  King  Dusan  from  the  artists  whom  he  engaged  to  carry  out  the 
mural  decorations  in  the  church  at  Decani,  a  suggestion  which  is 
borne  out  by  the  styHstic  resemblances  that  link  the  panels  to  the 
wall  paintings. 

In  contrast  to  the  limited  number  of  icons  available  for 
inclusion  in  these  groups  the  organisers  had  a  wide  choice  for  the 
remaining  three,  but  they  severely  limited  the  number  of  panels 


to  be  shown.  The  icons  of  the  Adriatic  region  .ippc.n  to  fall  into 
two  categories:  those  done  by  itinerant  Greeks,  and  those  pro- 
iluced  in  local  workshops  in  places  such  ;is  /adar,  Split  and 
Dubrovnik.  These  workshops  were  often  run  by  Italians,  who 
frecjuently  employed  Serbs  111  them.  The  earlier  icons  often  show 
I  uscan  influence  though  then  basic  elements  remain  By/antine; 
in  the  later  ones  Venetian  iiifhicnce  was  sometimes  present.  One 
of  the  best  in  this  group  is  a  Virgin  and  (^hild  with  a  donor,  from 
Korcula  (No.  7),  dating  from  the  third  cjuarter  of  the  fourteenth 
century.  The  painting  has  been  carried  out  with  delicacy  and  true 
perceptiveness.  The  Virgin  and  C^hild  are  rendered  in  the  grand 
manner  current  at  the  time  in  Byzantium,  but  the  donor,  whose 
portrait  is  in  some  ways  reminiscent  of  those  which  arc  to  be 
found  on  certain  Cypriot  icons,  where  their  presence  is  due  to 
Venetian  influence,  is  depicted  with  considerable,  and  pleasing 
naturalism. 

Works  of  the  Italo-Cretan  school  are  more  generally  familiar 
in  the  west,  where  there  are  examples  in  quite  a  number  of 
galleries.  The  twenty-five  paintings  shown  at  Ohrid  included 
panels  by  Nicholas  Ricco  and  his  hitherto  unknown  father, 
Andreas,  as  well  as  works  by  Angelus  Bizamanos,  Emmanuel 
Lampardos,  Elias  Roskos,  Constantine  Tzanes,  Emmanuel 
Tzanfournaris,  Franco  Matkov  and  the  hitherto  unknown 
Georgius  Margazius. 

rhe  last  period  illustrated  in  the  exhibition,  that  of  mediaeval 
Serbian  painting,  was  also  represented  by  twenty-five  icons, 
some  of  which  were  painted  by  Greeks,  but  most  of  them  by 
Serbs,  the  majority  of  whom  were  monks  in  such  great  monas- 
teries as  the  newly  founded  Krucedol,  or  in  such  strongholds 
of  the  faith  as  Decani  or  Pec,  the  seat  of  the  Patriarch  from  1557. 
The  atmosphere  in  these  religious  centres  was  conservative,  every 
effort  being  made  under  the  Turkish  occupation  to  preserve 
ancient  traditions  and  beliefs.  The  foremost  Serbian  painter  of  the 
latter  half  of  the  sixteenth  century  was  the  monk  Longinus  of 
Pec.  His  colourful,  rather  crowded  scenes  are  depicted  in  the 
somewhat  dry  manner  popular  at  the  time  on  Mount  Athos,  but 
it  greatly  influenced  the  work  of  his  fellow  countrymen,  many  of 
whom  became  his  followers,  though  they  resorted  to  even 
brigliter  colours  than  those  used  by  Longinus. 

Among  younger  painters  a  monk  called  Kozma  was  a  fervent 
admirer  of  Longinus.  A  Dormition  of  the  Virgin  (No.  5)  from 
the  iconostasis  at  Piva,  is  tentatively  ascribed  to  him;  it  closely 
follows  one  painted  some  sixty  years  earlier  by  Longinus.  An 
accomplished  and  decorative  panel  from  the  close  of  this  last 
phase  of  Serbian  mediaeval  painting  was  a  biographical  icon  of 
St.  Luke  by  the  monk  Absolom  Vujicic  of  Montenegro  (No.  6). 
Vujicic  was  a  distinguished  cleric  and  an  able  politician  as  well  as 
a  proficient  artist.  He  shows  in  the  centre  of  his  panel  St.  Luke 
engaged  in  painting  the  Virgin.  Fourteen  small  scenes  are 
disposed  round  this  central  theme.  Those  in  the  top  register, 
seen  from  left  to  right,  show  Luke  learning  Syriac  and  Hebrew ; 
distributing  his  possessions  to  the  poor;  being  accepted  as  a 
disciple  of  Christ;  Christ  appearing  before  him  and  Cleophas. 
The  left  margin  illustrates  (top  to  bottom),  Christ  with  Luke, 
Cleophas  and  Emmaus;  St.  Luke  compiling  his  Gospel;  Christ 
conferring  the  title  of  tetrarch  of  Thebes  upon  him.  Opposite 
appear,  St.  Paul  and  St.  Luke  preaching  the  Gospel  in  Greece; 
St.  Luke  writing  his  Epistles;  consecrating  priests  and  deacons. 
The  remaining  space  on  the  bottom  register  shows  St.  Luke 
destroying  pagan  temples,  building  a  church ;  in  death ;  his  relics 
being  transported. 

All  illustrations  are  reproduced  by  permission  and  by  courtesy  of  the 
organisers  of  the  exhibition. 
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INTERNATIONAL  ART  TREASURES 
in  an  Exhibition  organised  by 

C.LN.O.A. 

(La  Confederation  Internationale  des  Negociants  en  Oeuvres  d'Art) 

at  the 

Victoria  and  Albert  Museum 
(March  2  -  April  29) 


IN  dry,  official  jargon,  one  of  the  accepted  objects  of 
C.I.N.O.A.  is  'to  assume  liaison  between  trade  union  commit- 
tees, syndicates,  associations  or  federations  of  dealers  in  works  of 
art  by  co-ordinating  the  purposes  of  the  different  associations'. 
In  more  simple  terms,  C.I.N.O.A. — as  conceived  in  this  present 
great  exhibition  (valued  at  ^2m)  at  the  Victoria  and  Albert 
Museum  and  staged  with  the  official  support  of  Sir  David  Eccles, 
Minister  of  Education — is  a  'United  Nations  of  Art  Trade',  is 
an  uninhibited  common  market  of  art  dealing.  In  presentation, 
also,  the  Exhibition  illustrates  a  remarkably  ingenious  new  trend 
in  modern  exhibition  display  and  showmanship. 

To  the  man  in  the  street,  the  term  C.I.N.O.A.  might  well, 
until  now,  have  suggested  an  abbreviation  for  an  Italian  auto- 
mobile factory.  Certainly  it  carries  an  international  tone.  Its 
correct  meaning,  and  v/hat  it  stands  for,  is  now  very  clear  to  those 
who  are  daily  passing  through  the  turnstiles  at  South  Kensington. 

Another  note  for  the  book  is  that  the  Confederation  is  com- 
posed of  eight  member  countries:  Austria,  Belgium,  France, 
West  Germany,  Great  Britain,  Holland,  Italy,  and  the  United 
States  of  America.  Presidency  was  held  by  Holland  from  1936  to 
1939-  This  passed  to  Belgium  in  1950  through  1952,  followed  by 
France  (1952  to  1955),  Belgium  (1956  to  1959),  and  to  Great 


Britain  and  the  British  Antique  Dealers'  Association,  the  current 
hosts  in  London,  in  1959.  Next  to  assume  the  mandate  will  be 
the  U.S.A. 

The  setting  for  the  ingenious  method  of  exhibition  display 
now  seen  in  the  Exhibition  Hall  (Room  45)  at  South  Kensington 
has  been  designed  by  Jon  Bannenberg,  who  was  responsible  for 
the  decor  of  the  Siecle  d'Elcgance  exhibition  presented  by  the 
British  Council  at  the  Louvre  in  1958.  The  current  exhibition  is 
also  the  first  of  its  kind  ever  to  be  held  in  a  British  national 
museum.  The  organisers  are  conscious  of  this  privilege,  and,  as 
a  result,  have  presented  the  finest  in  taste,  quality  and  craftsman- 
ship that  any  international  confederation  of  art  dealers  can 
command. 

The  Chairman  of  the  organising  committee  is  Mr.  Henry  W. 
Rubin;  his  committee  members:  Messrs.  N.  D.  Ayer,  D.  C.  T. 
Baskett,  R.  N.  Kingzett,  J.  A.  Partridge,  N.  A.  Vander,  S.  W. 
Wolsey,  Temple  Williams,  and  R.  M.  Norton. 

On  the  pages  which  follow,  The  Coiutoissctir,  which  has  always 
held  a  special  place  in  relation  to  the  activities  of  the  British 
Antique  Dealers'  Association,  presents  a  more  comprehensive 
display  of  the  exhibition  than  any  other  of  the  world's  art 
magazines. 
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lURNlTURE 


(Right).  Mahogany  chair,  one  of  a  set  of  eight,  with  veneered  splats, 
the  frames  of  cherry  wood.  Made  in  New  York  for  a  member  of 
the  Apthorp  family  c.  1740.  Messrs.  Ginsburg  &  Levy,  Inc.,  New 
York. 


(Left).  Dressing  table,  ascribed  to  Duncan  Phyfc  (for  this  cabinet- 
maker sec  The  Connoisseur  Concise  Encyclopaedia  of  American  Anti- 
ques, Vol.  i),  made  in  New  York  c.  1810  for  a  Newport  family. 
Height  29  inches,  top  23^  /  16  inches.  Exhibited  by  Israel  Sack, 
Inc.,  New  York. 
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(Above).  This  carved  mahogany  medal  cabinet  (see  Georgian 
Cabinet-Makers  by  Ralph  Edwards  and  Margaret  Jourdain,  revised 
ed.jfig.  6i,  p.  151,  and  the  revised  edition  ofThe  Dictionary  of  English 
Furniture,  Vol.  i,  fig.  48,  p.  187),  recently  in  the  collection  of  the 
Duke  of  Wellington,  was  made  by  William  Vile  for  King  George 
IJI  a  few  years  before  he  ascended  the  throne.  It  was  subsequently 
given  by  King  George  IV  to  the  British  Museum,  who  retained  its 
coins  but  sold  the  cabinet.  Height  79  inches,  width  27^  inches, 
depth  17  inches.  Messrs.  Phillips  ofHitchin. 


(Left).  Due  to  its  affinity  with  the  example  shown  in  English 
Furniture  Illustrated  (p.  203)  by  Oliver  Brackett,  and  with  another 
similar  example  shown  in  The  Dictionary  of  English  Furniture 
revised  edition.  Vol.  i,  fig.  58,  it  is  considered  likely  that  this  rare 
and  beautifully  figured  eighteenth-century  'China  Case'  may  well 
be  from  the  hand  of  William  Vile.  Height  72  inches,  width  22  inches, 
depth  12  inches.  Messrs.  Hotspur,  Ltd.,  London. 


(Facing).  Detail  from  the  'Fonthill  Chimneypiece'  (see  also  the  back 
cover),  which  originally  stood  in  Fonthill  House,  Wiltshire,  the 
celebrated  home  of  Alderman  William  Beckford.  This  was  des- 
cribed by  Sir  Richard  Colt  Hoare,  his  neighbour  at  Stourhead,  as 
'one  of  the  completest  houses  in  England'.  In  his  tour  of  Fonthill, 
John  Britton  particularly  remarked  that  many  apartments  were  en- 
riched with  'fine  sculptured  chimneypieces'.  The  sculptor  of  the 
example  shown  here  was  almost  certainly  John  Francis  Moore, 
known  for  his  highly  original  designs  and  his  use  of  figures  almost 
in  the  round.  He  is  known  to  have  been  employed  by  Beckford  in 
making  chimneypieces  for  Fonthill. 

This  example,  the  only  chimneypiece  in  this  C.I.N.O.  A.  Exhibition, 
is  of  fine  Siena  and  statuary  marble.  The  carving  is  of  outstanding 
quality  and  of  great  technical  interest.  It  was  subsequently  removed 
to  Clumber  Park,  Nottinghamshire,  and,  in  more  recent  times,  was 
at  Linton  Park,  Kent.  Messrs.  Pratt  &  Son,  London. 


(Left).  Although  there  is  no  documentary  proof,  there  are  strong  reasons  to 
believe  that  this  unique  carved  wood  and  gilt  table  in  the  form  of  a  tree  can  be 
attributed  to  Thomas  Chippendale.  It  bears  the  same  master  treatment  as  the 
finest  mirrors  of  his  best  period.  Since  this  delicate  little  table  was  originally  dis- 
covered in  a  house  at  Otley,  Yorkshire  (Chippendale's  birthplace),  the  natural 
supposition  is  that  he  took  it  to  Yorkshire  from  London  as  a  present  to  one  of 
his  relatives  in  Otley.  Height  23  inches,  width  of  top  10  inches,  length  of  top  13 
inches.  Messrs.  Norman  Adams,  Ltd.,  London. 


(Below).  This  Chippendale  mahogany  dressing  table,  c.  1760,  was  originally  in 
the  collection  of  the  Duke  of  Manchester,  Kimbolton  Castle,  Huntingdonshire, 
and  is  illustrated  in  Macquoid  and  Edwards'  Dictionary  of  English  Furniture 
(revised  edition).  Vol.  Ill,  p.  228,  fig.  14.  It  is  similar  to  a  'design  for  a  Lady's 
Dressing  Table'  from  the  third  edition  of  Chippendale's  Director,  1762,  plate 
LII.  Height  60  inches,  width  46  inches.  Messrs.  Leonard  Knight,  Ltd.,  London. 


A  William  and  Mary  period  overmantel 
with  blue  eglomise  glass  border,  overlaid 
with  carved  giltwood  pierced  enrichments, 
and  narrow  carved  giltwood  frame.  This 
came  from  the  collection  of  The  Misses 
Milligan  of  Caldwell  Hall,  Burton-on- 
Trent.  Height  40k  inches,  width  66  inches. 
Messrs.  Mallett  &  Son  (Antiques),  Ltd., 
London. 


^^^^^^^ 


This  kingwood  commode  (width  49  inches,  height  34  inches)  is  loaned  to  the  C.I.N.O.A.  Exhibition 
by  Messrs.  Norman  Adams  Ltd.,  London.  Its  quality  is  typical  of  the  fine  furniture  made  for  Adam 
houses  by  Thomas  Chippendale  and  other  fashionable  English  cabinet-makers  in  the  second  half  of  the 
eighteenth  century.  Also  on  loan  from  Messrs.  Norman  Adams  is  this  exceptionally  fine  pair  of  cloisonne 
cranes,  Ch'ien  Lung,  circa  1780. 


(  Above).  The  heads  and  lejjs  of  this  carved 
\N  ood  console  table,  with  original  onyx  top, 
are  picked  out  in  dark  green.  It  formerly 
stood  at  Hinton  Manor,  Sutton  Scotney, 
Hampshire.  (The  large  and  elaborate  mirror 
which  was  en  suite  with  this  table  is  in  the 
Victoria  &  Albert  Museum.)  Height  33  1  inches, 
length  50  inches,  depth  27 1  inches.  Messrs. 
M^IIett  &  Son,  London. 


(Centre  right).  One  of  a  pair  of  carved  wood 
and  gilt  candelabra  stands  of  the  Chippendale 
period.  Height  47  inches.  Messrs.  A.  Cook, 
London. 


(Extreme  right).  One  of  a  set  of  four  Adam 
period  carved  wood,  painted  and  gilded 
torcheres,  of  date  c.  1790.  Height  56  inches, 
width  21  inches.  Messrs.  Jeremy,  Ltd.,  London. 
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I  AriNi;  i'.m;!  : 

(Alu»v»"  loft).  Cirt  ii  16K0  is  tlu"  il.ito  of  this  rare  Stuart  tabic  in  silvered  pincwood,  the  lobed  top  of  which  is  inset 
witli  a  later  panel  i>l  verde  antirti  marble.  Hei(;ht  J2.J  inches.  Messrs.  Jas.  A.  Lewis  &  Son,  London. 

(neU>w  left).  A  Queen  Anne  period  walnut  cabinet  on  a  gilt  gesso  stand.  Height  48  inches,  width  19  inches,  depth 
12  inches.  Messrs.  H'.  H'itJJinxhiim,  London. 

(Above  right).  A  feature  of  this  Stuart  needlew»)rk  casket  is  its  brilliant  colours  and  fine  state  of  preservation.  The 
needlework  illustrates  the  Stt>ry  o(  Esther,  and  the  piece  dates  c.  1660.  Height  9  inches,  width  135  inches.  Messrs. 
J.J.  li'olff.  I. Id..  New  York. 

(Below  right).  One  of  a  pair  of  Queen  Anne  period  silver  gesso  stools,  en  suite  with  six  chairs,  the  upholstered 
backs  and  seats  covered  with  contemporary  Genoese  cut  silk  velvet,  supported  on  'broken'  cabriole  legs,  of  date  c. 
1700.  I'his  outstanding  suite  always  stood  at  Browsholme  Hall,  Clitheroe,  Lancashire,  from  where  it  was  pur- 
chased. \tessrs.  Temple  Williiims,  Lid.,  London. 


HI  I  o\\  : 

The  dimensions  (length  94  inches  closed,  156  inches  extended,  width  48  inches,  height  33  inches)  of  this 
elaborate  I-lizabethaxi  «>ak  table  with  drawing  leaves  tally  with  the  measurements  shown  in  design  G.2  in  Differ- 
enls  Pourtr,iiits  de  Menuiserie  .i  Scjroier  (2nd  ed.  1642,  originally  published  1570-80)  by  Vredeman  de  Vrese.  This 
table  was  probably  made  for  John  Lambton,  Esquire,  Co.  Yorks,  and  carries  the  Lambton  coat  of  arms  on  both 
sides.  In  1590  John  Lambton  was  Steward  to  the  Lord  Lumley  at  Lumley  Castle,  Tower  Hill,  and  at  Nonsuch 
Palace.  It  was  found  recently  at  Duntreath  Castle,  Scotland.  All  the  four  corner  supports  are  different  and  consist 
of  two  male  and  two  female  winged  figures  of  Atlantis  and  Caryatides  on  lion  supports.  The  elaborate  friezes  carry 
fabulous  birds  and  beasts  interwoven  with  trailing  vine,  acorns  and  roses.  Messrs.  S.  W.  Wolsey,  Ltd.,  London. 
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(Above  left).  The  rich  colour  of  this  fine  George  I  Honduras  rose- 
wood table  is  emphasised  by  its  fine  cast  and  chased  brass  mounts. 
In  addition  to  the  adjustable  ratchet  top,  a  lower  top  discloses  an 
elaborate  fitted  writing  flap  with  two  adjustable  brass  candle  fittings, 
two  more  candle  fittings  being  contained  in  the  two  end  drawers. 
Height  30  inches,  width  33^  inches.  Messrs.  Godden,  Ltd.,  Worthing. 


(Above  right).  In  this  late  seventeenth-century  William  and  Mary 
cabinet  on  chest,  all  its  brass  handles,  engraved  escutcheons  and 
hinges  are  the  original  fittings.  Height  84  inches,  width  42  inches. 
Messrs.  H.  W.  Keil,  Ltd.,  Broadway. 


(Left).  The  seat  and  back  of  this  George  II  arm  chair  are  upholstered 
in  gros  and  petit  point  needlework  composed  of  flowers  in  natural 
colours  on  a  yellow  ground.  Height  of  back  365  inches,  width  of  seat 
24  inches.  Messrs.  Needhani's  Antiques,  Ltd.,  New  York. 


(Above).  The  width  of  this  Adam  design  mahogany  side  table,  of  date  c.  1785,  is  60  inches.  Messrs.  Mann  and  Fleming,  Ltd.,  London. 


(Below  left).  On  the  top  of  this  George  III  period  worktable,  of  date  f.  1790,  is  a  watercolour  painting  framed  by  a  silver  bezel.  The  top 
raises  to  reveal  fittings  for  needlework,  and  the  frieze  and  legs  are  painted  with  a  spiral  ribbon  motif  edged  with  silver  mouldings.  Height 
32  inches.  Messrs.  M.  Hiirris  &  Sons,  Ltd.,  London.  (Centre).  Ham  House,  Richmond,  Surrey,  was  the  provenance  of  this  Hepplewhite  period 
satinwood  oval  table.  Height  28  inches,  width  21 1  inches.  Messrs.  R.  F.  Lock,  London.  (Right).  Various  woods  are  used  for  the  inlaid  decora- 
tion of  this  Hepplewhite  period  satinwood  toilet  table,  the  top  of  which  raises  to  reveal  small  compartments.  Height  iSk  inches,  width  28 
inches.  Messrs.  L.  Loewenthdl,  London. 
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(Above  left).  George  III  bonheur  dti  jour,  veneered  with  tulipwood.  Width  29I  inches.  Messrs.  John  Bly,  Tring.  (Above  centre).  Harewood 
and  satinwood  with  tulipwood  crossbanding  are  the  woods  used  in  this  eighteenth-century  china  table,  with  gilt  carved  wood  enrichments. 
This  piece  at  one  time  belonged  to  Frederick  Augustus,  4th  Earl  of  Bristol  and  Bishop  of  Derby.  Height  48^  inches,  width  36  inches.  Messrs. 
Ayer  &  Co.,  Ltd.,  Bath.  (Above  right).  English  eighteenth-century  tambour  writing  table,  of  date  c.  1780.  Messrs.  Quinneys,  Ltd.,  Chester. 


(Right).  This  pen  work  cabinet,  incorporating  Oriental  designs  and 
fitted  with  twenty-four  drawers,  is  signed  and  dated  A.E.B.  1823  on 
the  top.  Width  28  inches,  height  45 1  inches.  Messrs.  Stair  &  Co.,  Inc., 
New  York. 


(Below).  An  English  commode  in  The  French  taste  and  of  the 
George  III  period.  Height  34^  inches,  width  51  inches.  Messrs. 
Trevor  Antiques,  Brighton. 


(Above  left).  This  exceptional  oval  hotiheur  du  jour,  by  Pierre  Roussell,  M.E.,  1745,  is  from  a  set  of  marquetry  furniture  formerly  in  the  col- 
lection of  the  Duke  of  Ripalda,  and  of  which  companion  pieces  are  in  the  Boston  Museum  of  Fine  Arts  and  the  Cleveland  Museum  of  Art, 
and  is  composed  of  tulipvvood.  rosewood,  kingwood,  and  satinwood,  with  ivory  inlay.  Height  34  inches,  width  33  inches.  Messrs.  French 
&  Co.,  Self  York.  (Above  right).  A  pair  of  taps  in  gilded  bronze,  c.  1775,  originally  in  the  bathroom  of  the  Chateau  de  la  Muette,  Louis 
XV's  hunting  lodge  in  the  Bois  de  Boulogne.  Mm.  Ramsay,  Paris. 


(Below).  A  Louis  XIV  lit  de  repos,  of  date  1690,  carved  and  gilded  and  with  crimson  velvet  upholstery  braided  with  gold.  The  panelled  sides 
are  of  arcaded  form  and  carved  with  strapwork,  amatory  trophies  and  birds  beneath  perforated  crestings  carved  with  foliage  and  cornu- 
copia. The  supports  and  rails  are  also  perforated  and  carved  and  are  headed  by  female  masks  and  fleurs  de  lys.  Length  2  metres  41  centi- 
metres. Mm.  Etienne  Levy,  Paris. 
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(Above  left).  In  rosewood  and  purplewood,  a  group  of  flowers  in 
marquetry  set  in  the  top  and  decorated  in  gilt  bronze,  this  Louis 
XV  table,  c.  1755,  is  by  Denis  Genty.  A  drawer  in  the  front  has  a  red 
leather  covered  flap,  a  side  drawer  contains  an  inkstand,  sandbox  and 
pen  holder  in  silvered  metal.  Height  28  inches,  length  18^  inches. 
Mm.  Marc  Revillon  d'Apreval,  Paris. 


(Above).  The  top  of  this  Louis  XV  bow  fronted  secretaire  in  mar- 
quetry, stamped  Wolf,  is  marbled,  the  whole  being  ornamented 
with  chiselled  and  gilded  bronzes.  Height  56  inches,  width  38  inches. 
Mm.  Kraemer  &  Cie.,  Paris. 


(Left).  This  Louis  XV  king  wood  writing  table,  of  bombe  shape  all 
round,  is  inlaid  in  various  woods.  The  top  has  an  ormolu  surround, 
with  chased  escutcheons  and  toes.  The  fall  front  encloses  shelves  and 
pen  and  ink  drawers,  with  a  drawer  below.  Height  31^  inches,  width 
16  inches.  Messrs.  Gordon  Partridge,  London. 


(Left).  Louis  XV  black  lacquer  secretaire  en  tomheau, 
signed  JACQUES  DUBOIS,  the  bombe  front,  sides, 
and  back  decorated  in  two  tones  of  gilt  on  a  black 
grt)und  with  geese  landing  on  a  lake,  summer  pavilions, 
butterflies  and  other  river  and  landscape  subjects,  the 
whole  enriched  with  fine  ormolu  mounts.  This  piece 
was  formerly  in  the  collection  of  Mme.  Melville  de 
Cruz.  Messrs.  Frank  Partrid)>e  and  Sons,  Ltd.,  London. 


(Below).  This  Louis  XVI  commode  is  en  suite  with  a 
pair  of  encoigneurs,  all  the  panels  of  which  are  of  laque 
de  chine  decorated  in  gold  and  colours  with  flowering 
branches  and  ferns  on  a  black  lacquer  ground  with  gilt 
bronze  satyr  masks  below.  This  suite  has  been  attributed 
to  P.  Gamier,  c.  1780.  Width  52  inches.  Mm.  Aveline 
&  Cie.,  Paris. 


(Above  left).  Writing  table  mounted  on  a 
cross-membered  frame,  with  gilt  bronze 
mounts,  which  carries  the  stamp  of  Weis- 
weiller,  Paris.  Height  76  centimetres,  length 
67  centimetres.  Mm.  Jean  Chelo,  Paris. 


(Above  right).  Beauvais  tapestry  screen,  each 
panel  of  which  is  21  inches  wide,  height  64! 
inches.  Messrs.  Rosenberg  &  Stiebel,  New  York. 


(Right).  Veneered  with  king  wood  and  inlaid 
with  marquetry  a  la  greque  in  various  woods 
and  banded  in  tulipwood,  this  Louis  XVI 
bureau  plat  with  gilt  bronze  mounts  is  signed 
I  Dubois  ME.  Length  51  inches,  width  26  inches. 
Messrs.  F.  E.  Berendt,  London. 
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(Above).  Originally  in  the  collections  of  Lady  Mendl,  Paris,  and 
Mr.  Byron  C.  Foy,  New  York,  this  George  II  bronze  dore  table 
clock  of  chariot  form,  with  automaton  mechanism,  has  a  movement 
signed  James  Upjohn,  London.  Length  i6  inches,  height  7  inches. 
Messrs.  A  La  V'ieille  Russie  Inc.,  New  York. 


(Above  right).  Louis  XVI  ormolu  and  white  marble  clock,  designed 
by  Falconet  for  Queen  Marie  Antoinette,  the  movement  by  Lepaute. 
Height  16  inches.  Messrs.  Gerald  Kerin,  Ltd.,  London. 


(Right).  Louis  XV  cartel  clock,  by  Gudin,  Paris,  of  date  c.  1750,  the 
dial  enclosed  in  a  gilt  bronze  case.  Mm.  R.  Weiller,  Paris. 
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(Above  left).  Eight-day  ebony  veneered  bracket  clock  with  ormolu  mounts,  gilt  dial 
and  silvered  hour  zone,  verge  escapement,  by  Thomas  Tompion,  c.  1690.  Height  15J 
inches.  Messrs.  Garrard  &  Co.  Ltd.,  London. 

(Above  right).  This  very  unusual  8|  inch  high  ebony  veneered  table  clock,  the  striking 
movement  of  three-day  duration,  is  by  Ahasuerus  Fromanteel,  London,  c.  1660-65,  and 
bears  a  later  inscription  E.  W.  1687.  Messrs.  R.  A.  Lee,  London. 

(Right).  William  III  period  longcase  clock,  iii  inches  high,  c.  1700,  in  figured  walnut 
case  inlaid  with  herring-bone  design.  The  movement,  by  Daniel  Quare,  is  of  one  year 
duration.  Messrs.  Pelham  Galleries,  London. 

(Below).  A  fine  English  late  eighteenth-century  musical  automaton  clock  composed 
of  various  coloured  paste  stones  and  finely  chased  ormolu  drapery,  flowers  and  trees  on 
similarly  chased  ormolu  feet.  Height  31  inches,  width  14  inches.  Messrs.  H.  Blairman 
&  Sons,  Ltd.,  London. 
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(Above).  The  I  ir\'ifi  .im/  Child,  attributed  tt>  the 
Master  of  Fleiiialle  (1378  y  1444),  oak  panel,  81 
inches  in  diameter.  This  and  otiier  similar  com- 
positions were  inspired  by  the  full-length  stand- 
ing Virpiti  now  in  the  Staedel  Institute,  Frank- 
turt-am-Main.  Mm.  R.  h'ituk,  Brussels. 

(Below).  Armorial  painting  ot  the  School  of 
Fontainebleau,  sixteenth-century,  representing 
the  Three  Graces,  the  tine  carved  wood  frame 
almost  certainly  executed  by  Francisque  Scibcc 
dc  Carpi  after  Jean  Goujon.  Total  size,  with 
frame,  58      40  cm.  Mm.  Bacri  Freres,  Paris. 


PAINTIN(;S  AND 
DRAWIN(;S 


(Above).  Triptych,  The  Coronation  of  the  Virj^in,  and  Saints  by  Niccolo 
di  Piero  Gerini  (Niccolo  di  Lorenzo),  fourteenth-century,  panel,  170 
180  centimetres.  Leonardo  Lapiccirella,  Florence. 

(Below).  A  Young  Man  and  his  Tutor,  by  Giovanni  Bellini,  panel  17  x 
25  inches:  see  Bernard  Berenson  Italian  Pictures  of  the  Renaissance,  Vol. 
I  (1957)  P-  34»  plate  254.  Messrs.  Leger,  London. 
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(Above  left).  Portrait  of  a  Lady,  by  Gerard  Terborch, 
signed  with  monogram,  canvas,  ii|  X  8|  inches. 
Messrs.  Alfred  Brod,  Ltd.,  London. 


(Above  right).  Portrait  of  the  Painter  Frans  Post,  by  Frans 
Hals,  panel,  i6|  x  13  inches.  Messrs.  Leonard  Koetser, 
Ltd.,  London. 


(Below^  right).  Still  life  of  flowers,  fruit  and  two  parrots,  by 
Cornelis  de  Heem,  panel,  33 1  x  47^  inches.  Messrs.  D. 
Vanderkar,  London. 
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(Above).  Lit  Piirtie  Carrie,  by  Antoine  Watteau,  canvas. 
This  picture  was  one  of  four  presented  by  Watteau  in 
1712  on  his  acceptance  at  the  Academy,  with  Les 
Jaloux,  Pierrot  Content,  and  Htirlequin  Jaloux.  La  Partie 
Carree  was  engraved  by  Moyreau  and  published  between 
1729  and  1 73 1.  A  design  for  the  pierrot  was  engraved  by 
Boucher.  Mm.  J.  Cailleux,  Paris. 


(Right).  A  Group  on  a  Terrace,  by  Frans  van  Mieris, 
copper  panel,  13  ^  14^  inches.  Messrs.  E.  Speelman, 
Ltd.,  London. 
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(Left).  A  Venetian  Capriccio,  by  Fran- 
cesco Guardi,  canvas,  i6  \  13  inches. 
Messrs.  P.  &  D.  Colnaghi  &  Co.,  Ltd., 
London. 


(Below  right).  L' Indiscretion,  one  of  a  set 
of  well-known  colour  prints  by  Fran- 
9ois  Janinet  after  Nicolas  Lavreince. 
The  companion  pieces,  L\4.t'eu  Difficile 
(1787)  and  Lii  Comparaison  (1786)  will 
also  be  exhibited.  Galerie  G.  Cramer, 
The  Hague. 

(Below  left).  The  Feyde  Dam  with  part 
of  the  Fishmarket,  Amsterdam,  by 
Thomas  Rowlandson,  i6f  21  finches. 
Messrs.  Frank  T.  Sabin,  London. 


(Facing  page).  Trophies  of  the  Hunt,  by 
Alexandre-Francois  Desportes,  canvas, 
43i  ^  34i  inches,  signed  and  dated 
Desportes  1716.  Galerie  Heim,  Paris. 
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(Above  left).  Master  Simpson,  by  Arthur 
William  Devis,  painted  c.  1810,  canvas, 
size  49i  X  39^  inches.  This  painting  has 
been  much  exhibited  in  the  United  States 
and  is  recorded  in  The  Devis  Family  of 
Painters,  p.  135,  No.  143  and  plate  4.  Messrs. 
Leggatt  Brothers,  London. 

(Above  right).  Portrait  of  Walter  Barttelot, 
by  Thomas  Gainsborough,  painted  in  1754, 
canvas  size  50I  x  40  inches.  The  sitter  was 
High  Sheriff  of  Sussex  from  1726  to  1764, 
and  the  painting  is  recorded  in  Professor 
Waterhouse's  Gainsborough,  p.  53.  Messrs. 
Hirschl  &  Adler  Galleries,  Inc.,  New  York. 


(Centre  right) .  Gimcrack,  by  George  Stubbs, 
canvas  size  40  x  50  inches.  Messrs.  Thomas 
Agnew  &  Sons,  Ltd.,  London. 

(Below  right).  The  Belvoir  Hunt,  by  John 
Ferneley  Snr.,  canvas  size  40  x  78  inches, 
signed  and  dated  Melton  Mowbray  1823. 
The  Hunt  is  here  shown  crossing  the  Smite 
in  the  Valley  of  Belvoir.  In  the  distance  is 
Belvoir  Castle  and  the  village  of  Pungar. 
Messrs.  Arthur  Ackermann  &  Son,  London. 
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MIRRORS 


(Left).  Small  Chippendale  period 
mirror  in  carved  and  gilt  wood,  in 
the  Chinese  taste,  c.  1760.  Height, 
39  inches,  width  22^  inches.  Messrs. 
Phillips  &  Rixson,  Ltd.,  London. 


SILVER 


(Extreme  left).  Queen  Anne  coffee 
pot  with  rare  form  of  tap,  London, 
1704,  maker  William  Charnelhouse. 
Messrs.  Spink  &  Son,  Ltd.,  London. 

(Left).  James  I  silver-gilt  dish, 
1616,  maker's  mark  lA,  the  border 
engraved  with  four  coats  of  arms 
and  the  inscription  'The  dishes  of  the 
Archduke  gotten  at  the  Battell  of 
Newporte'.  Diameter  14^  inches. 
Messrs.  Asprey  &  Co.,  Ltd.,  London. 

(Extreme  left,  below).  Seven- 
teenth-century silver-gilt  octagonal 
beaker,  Moscow.  Height,  8  inches. 
Messrs.  A  La  Vieille  Russie  Inc.,  New 
York. 


(Left).  Baroque  parcel-gilt  silver 
tazza  on  detachable  foot,  c.  1729, 
Basle.  Height,  3  inches,  diameter  7 
inches.  Messrs.  H.  S.  Wellhy,  London. 
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SILVER 


(Right) 

(Left  column,  top  to  bottom). 
William  III  monteith  bowl,  London, 
1701,  by  Benjamin  Pyne.  Diameter 
io\  inches.  Messrs.  S.  J.  Shrubsole, 
London. 


James  II  two-handled  porringer  and 
cover,  with  flat-chased  chinoiserie 
decoration,  London,  1686,  maker's 
mark  a  goose  in  dotted  circle.  Height 
7J  inches.  Messrs.  Walter  H.  Willson, 
London. 


Silver-gilt  box,  with  rich  scroll 
decoration,  Augsburg,  by  J.  E. 
Heuglin  II.  Height  5  5  centimetres, 
length  II  centimetres.  Firma  F.  K.  A. 
Huelsmann,  Hamburg. 


One  of  a  pair  of  silver-gilt  covered 
dishes,  formerly  belonging  to  August 
11,  King  of  Saxony  and  Poland,  dated 
1730,  the  dishes  by  Gottfried  Menzel, 
covers  by  Christian  Winter,  Augs- 
burg. Firma  H.  M.  Ritter,  Munich. 


(Right  column,  top  to  bottom) 
The  silver-gilt  ceremonial  'National' 
cup  and  cover,  mounted  with  emer- 
alds, diamonds,  rubies  and  sapphires. 
Designed  by  Flaxman  to  the  order  of 
George  IV,  London,  1826.  Height 
i8f  inches.  Messrs.  C.J.  Vander,  Ltd., 
London. 


One  of  a  pair  of  silver  baskets,  by 
Paul  de  Lamerie,  London,  1734.  No 
other  basket  of  this  type  by  Lamerie 
is  known.  Messrs.  Thomas  Lumley, 
Ltd.,  London. 


James  I  silver-gilt  steeple  cup  and 
cover,  London,  1607,  maker's  mark  a 
squirrel.  Height  20  inches.  Messrs. 
Hinton  House,  Amersham. 
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SILVKR 


(Extreme  left).  Square,  pear  shape  in 
outline,  this  Queen  Anne  period  tea- 
pot and  stand  is  of  London  make, 
1708,  by  Anthony  Nelme.  Messrs. 
S.J.  Phillips,  Lid.,  London. 


(Left).  Detail  from  one  of  a  set  of 
eight  96  inch  long  staves,  which 
supported  the  canopy  held  by  the 
Lords  of  the  Cinque  Ports  at  the 
Coronation  of  George  IV.  Hall- 
marked for  the  year  1820,  by  Pitts  and 
Preedy.  Messrs.  Museum  Silver  Shop, 
Inc.,  New  York. 


GLASS 


(Left).  The  7I  inch  high  Shuckburgh 
sealed  goblet,  the  lower  of  the  two 
rows  of  raspberry  prunts  incorporat- 
ing a  rare  'S'  seal.  The  metal  is  lead 
and  crizzled.  English  c.  1676-77,  and 
considered  to  be  by  George  Ravens- 
croft's  gaffer  who  made  the  Wilfred 
Buckley  goblet.  Messrs.  Howard 
Phillips,  London. 


(Below  left).  English  covered  goblet, 
with  finely  engraved  vine  extending 
to  the  plain  stem,  the  cover  similarly 
engraved,  c.  1750.  Messrs.  Cecil  Davis, 
Ltd.,  London. 


(Centre  left).  Eighteenth-century 
table  candelabrum  with  two  scroll- 
ing candle  branches  with  pear-shaped 
pendant  drops,  c.  1770.  Height  29 
inches.  Messrs.  Delomosne  &  Son, 
Ltd.,  London. 


(Left).  One  of  a  pair  of  English 
candlesticks,  suspending  cut  glass 
pear  drops  on  gilt  and  decorated 
ormolu  round  temple  bases,  c.  1800. 
Height  I2f  inches.  Messrs.  W.  G.  T. 
Burne,  London, 
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POTTERY  AND 
PORCELAIN 


(Right).  Staffordshire  pottery  group 
of  William  Augustus,  Duke  of 
Cumberland,  by  Ralph  Wood  (Snr.), 
c.  1765,  in  translucent  glazes  of 
manganese,  yellow,  green.  Height 
15  inches.  Messrs.  D.  M.  &  P.  Man- 
heim,  London. 


(Centre,  left  to  right).  White  Chel- 
sea, c.  1756,  figure  of  an  owl.  Height 
8J  inches.  Messrs.  E.  D.  Levine, 
Cromer;  Hochst  figure  of  a  Boy, 
modelled  by  J.  P.  Melchior,  in  a 
puce  coat  and  pale  yellow  breeches, 
c.  1770.  Height  6^  inches.  Messrs. 
Beauchamp  Galleries,  London;  Meis- 
sen figure  of  a  Turk,  in  a  yellow 
cloak,  floral  and  gilt  blue-lined 
undercoat  and  red  boots,  modelled 
by  J.  J.  Kaendler.  Height  6  inches. 
Messrs.  Winifred  IVilliams  (Antiques), 
Eastbourne;  one  of  a  pair  of  Chelsea 
porcelain  gold  anchor  table  candle- 
sticks, c.  1775.  Height  I2|  inches. 
Messrs.  Lories,  Ltd.,  London. 


(Below) 

(Left).  Meissen  porcelain  group, 
'The  Mockery  of  Age',  in  brilliant 
colours,  modelled  by  J.  J.  Kaendler 
c.  1745.  Messrs.  Newman  &  Newman, 
Ltd.,  and  Messrs.  H.  E.  Backer,  Ltd., 
London. 

(Right).  Chinese  porcelain  ruby- 
backed  plate,  decorated  in  famille 
rose  enamels,  fruit  and  flowers  and 
simple  flower  sprays.  Yung  Cheng 
period,  A.D.  1723-1735.  Diameter  6f 
inches.  From  the  collection  of  Mrs. 
Alfred  Clark.  Messrs.  John  Sparks, 
Ltd.,  London. 
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IKXriLKS 


(Extreme  left,  above).  Early  scven- 
tcenth-ctntury  Jaipur  vase  carpet  on 
a  blood-red  ground  with  floral 
border.  Dimensions  17  feet  /  9 
feet  3  inches.  Messrs.  C.  John, 
London. 


(Extreme  left,  below).  Rare  white 
antique  wool  Ladik  prayer  rug, 
probably  made  for  Sheik  U  Islam. 
From  Ladik,  the  ancient  city  of 
Laodicea  in  Anatolia,  late  seven- 
teenth or  early  eighteenth  century. 
Dimensions  5  feet  11  inches  /3  feet 
9  inches.  Messrs.  Perez,  Ltd.,  London. 


(Left).  Young  boy's  embroidered 
coat  of  the  first  half  of  the  eighteenth 
century  in  brilliant  polychrome  silk 
embroidery  on  linen  ground.  Length 
28  inches.  Messrs.  Roger  Warner, 
Burford. 


BRONZES 


(Extreme  left).  Bronze  figure  of  a 
child,  by  Riccio,  c.  1500.  Height  4I 
inches.  Galeria  G.  Schubert,  Milan. 


(Left,  above).  Bronze  rectangular 
casket  and  cover,  the  body  ornamen- 
ted with  vertical  and  horizontal  kuei 
dragons  forming  the  t'ao  t'ieh  pat- 
tern, and  with  greyish-green  water 
patina.  Shang  Yin  Dynasty  (1766- 
1122  B.C.).  Messrs.  Bluett  &  Sons, 
London. 


(Left,  below).  Seventeenth-century 
Benin  bronze  panther.  Height  43 
centimetres,  length  60  centimetres. 
Firma  L.  Bretschneider,  Munich. 
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OBJETS  DE  VERTU 


(Right,  above).  Rectangular  mother- 
of-pearl  box  in  four  colour  gold,  the 
borders  with  chased  quatre-couleur 
floral  decoration,  by  G-R.  Morel. 
Messrs.  C.&  H.  Wartski,  Ltd.,  London. 
(Extreme  right).  Sixteenth-century 
enamelled  gold  pendant  with  a 
baroque  pearl.  Messrs.  Premsela 
and  Hamburger,  Amsterdam.  (Lower 
right).  Miniature  painting  cn  ivory 
of  Lady  Chambers,  by  John  Smart, 
signed  and  dated  1792,  in  diainond 
and  gold  frame.  Messrs.  Charles 
Woollett  &  Son,  London;  and  a 
Renaissance  pendant  of  enamelled 
gold,  with  diamonds,  rubies,  and 
pearls.  German  late  sixteenth  cen- 
tury. Messrs.  Cameo  Corner,  London. 


ORIENTAL  AND 
AFRICAN  OBJECTS 


(Right,  above).  Baluba  Tribe  seat, 
patinated  wood.  Height  44.5  centi- 
metres. Mm.  Rene  Withofs,  Brussels. 
(Below,  left  to  right).  Carved  wood 
statue,  60  inches  high,  of  Kwan-Yin 
'with  the  roaring  voice'.  Sung 
Dynasty  (A.D.  960-1279).  Messrs. 
Barling  Ltd.,  London.  (Centre).  One  of 
a  pair  of  14  inch  high  cloisonne 
enamel  Ch'ien  Lung  period  figures. 
Messrs.  S.  L.  Moss,  London.  (Right). 
Gilt-bronze  statuette  of  a  Bod- 
hisattva.  Northern  Tsi,  A.D.  550-577 
Height  24  centimetres.  Mm.  C.  T. 
Loo  &  Cie.,  Paris. 


Printed  in  Great  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London.  Agents  in  Canada,  The  Win.  Dawson  Subscription  Service,  Ltd.  Sole  agents  for  Australia  and  \'ew 
Zealand,  Gordon  &  Gotch  (Australasia)  Ltd. ;  agents for  South  Africa,  Central  \'ews  Agency  Ltd.  (London  agents,  Gordon  &  Gotch  Ltd.),  Higgiubotham  &  Co.  in  Bombay  and  Calcutta. 
Conditions  of  Sale  and  Supply. —  This  periodical  is  sold  subject  to  the  following  conditions:  That  it  shall  not,  without  the  written  consent  of  the  publishers  first  given,  be  lent,  resold, 
hired  out  or  otherwise  disposed  of  by  way  of  Trade  except  at  the  full  retail  price  of  10  shillings;  and  that  it  shall  not  be  lent,  resold,  hired  out  or  othenuise  disposed  of  in  a  mutilatea 
condition  or  in  any  unauthorized  cover  by  way  of  Trade:  or  affixed  to  or  as  part  of  any  publication  or  advertising,  literary  or  pictorial  matter  whatsoever. 
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A  Carlton  House  writing  table  of  superlative  quality  in  fiddle-back  mahogany, 
faded  to  a  golden  colour  and  retaining  all  its  original  gilt  handles  and  original 
locks.  Circa  1790.  55\  inches  wide. 

Formerly  the  property  of  the  Duke  of  Leeds  from  Hornby  Castle. 


nsii  the  International  Art  Treasures  Exhibition,  Victoria  &  Albert  Museum,  2nd  March -29th  April 


rhe  Connoisseur 


Henri  Fantin-Latour  (1836-1902) 
Chrysaiithancs  Pompous 


CHRISTIE'S 

will  offer  at  auction  on  Tuesday,  May  1st 

FIXE  OlD  MASTER  DRAWINGS 

the  property  of  • 

THE  O'BYRNE  COLLECTION 

and  others 


LIBERALITY  -  black  chalk  heightened  with  white  body-colour.  1  H  x  8  in. 
ANNIBALE  CARACCl 

Illustrated  Catalogues  (9  plates)  5s.  Od.  post  free.  Plain  Catalogues  6d.  post  free. 

Our  Representative  in  America: 

Robert  M.  Ley/an 

Christie,  Manson  &  Woods  (USA)  Ltd.  36  East  57th  Street,  New  York  22,  N.  Y. 
Tel:  Plaza  2-1266  Cables:  Chriswoods,  New  York 


CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street,  St.  James's,  London,  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams:  christiart,  piccy,  London 


Hv  AffiMNiMrNr 
Aniivji  amiis  or  CiiiNrir  Art 

H'  1  lU  1  \  I  I  (Jl  I  t  N  M  akv 


LIMITED 


Cljmesfe  Moras;  of  ^rt 


Hv  Appoinimi'.nt 
ANiiynARf/.s  or  CiiiNHK  Wokks  oc  Art 
■r<;  II. M.  /III.  KiN(;  op  Svvi'.dkn 


CH'IEN  LUNG  PERIOD:  A.D.  1736-1795 
Height:  32h  in.  Width:  56  in.  Depth:  19  in. 


(Table  top) 


128  MOUNT  STREET,  LONDON,  W.  1 

GROsvenor  2265 


The  Connoisseur 


APRIL  1962 


Vol.  cxlix.  No.  602 


Tribute  to  the  British  Antique  Dealer — 28 

The  Winthrop  Clocks,  chiefly  musical  and  regulator,  in  the  Fogg  Museum  of  Art 


209 


The  Kelby  Font  Bowl 

James  Rogers.  A  leading  porcelain  painter  at  Worcester  c.  1755-65 
The  earliest  dated  sampler 

Bourdon  House.  A  new  use  for  a  historic  Mayfair  building 
A  Ruin  Room  by  Cicrisseau 
Art  and  Artifice.  The  challenge  of  new  aesthetics 
'Charles  Beale  3d  Book.  1680' 
The  Connoisseur's  Diar)' 

People,  Places  and  Flowers — at  the  Leonard  Koetser  Gallery 
An  outstanding  Fantin-Latour  at  the  Hallsborough  Gallery 
International  Saleroom 
Forthcoming  Sales 
Books  Reviewed 
Book  Production  Notes 
Books  Received 
Round  about  the  Galleries 

Masterpieces  and  the  Artist.  Four  paintings  compared 
The  Coimoisseur  in  America 

On  Cover 

Chrysanthemes  Pompous,  by  Henri  Fantin-Latour 
In  the  possession  oj  the  Hallsborough  Gallery,  20  Piccadilly  Arcade,  Loudon  S.W.i. 

Colour  Plates 

Repeating  clock,  by  Daniel  Quare,  London,  in  the  Fogg  Museum  of  Art,  Harvard  University 

The  Rogers  Mug,  dated  1757,  and  a  Vase  enamelled  by  J.  Rogers,  c.  1755-60. 
By  courtesy  of  the  Trustees  of  the  British  Museum 

Pine  panelled  drawing  room  in  Bourdon  House,  Mayfair,  London 
Messrs.  Mallett  &  Son  {Antiques)  Ltd. 


PROFESSOR  R.  H.  GRAVESON  211 

P.  C.  HAWKER  220 

HUGH  TAIT  223 

DONALD  KING  234 

THEODORE  CROMBIE  236 

THOMAS  J.  MCCORMICK  and  JOHN  FLEMING  239 

ALASTAIR  GORDON  244 

ELIZABETH  WALSH  248 

253 
256 

EDWARD  LUCIE-SMITH  258 

259 
262 
263 

RUARI  MCLEAN  267 

268 

ADRIAN  BURY  269 
GEORGES  DE  BATZ  272 
MALCOLM  VAUGHAN  275 


210 
227 


FOUNDED  1901 

Editor 

L.  G.  G.  RAMSEY 


Editorial  Correspondent  in 
Italy:  Hugh  Honour 

Editorial  Correspondent  in 
Portugal:  Carlos  de 
Azevedo 


Delegate  General  for  France 
Germany  and  Greece: 
Georges  Salmann  {Paris) 

Business  and  Adveriisement 
Manager:  David  Davies 

(Advertisement 
instructions  should  be 
sent  six  weeks  prior  to 
date  of  publication) 

The  Connoisseur  is 
published  monthly  in 
Great  Britain  and  the 
U.S.A.  by  The  National 
Magazine  Company  Ltd., 
28/30  Grosvenor 
Gardens,  London  s.w.i, 
England.  Editorial 
Director:  Marcus  Morris 

Addresses 
Editorial  and 
Advertising  Offices: 

13-17  New  Burlington 
Place,  London  w.i 
Telephone  GERrard  8166 

Circulation  Office: 

15  Lower  Grosvenor 
Place,  London  s.w.i 
Telephone  Victoria  1591 

New  York  Offices: 
American  Editor: 
Malcolm  Vaughan 

572  Madison  Avenue, 
New  York  22,  N.Y. 
Telephone  Plaza  1-2 100 

Advertising  Director 
for  the  U.S.A.: 
Boleslaw  Mastai 

21  East  57th  Street, 
New  York  22,  N.Y. 
Telephone 
Eldorado  5-7395 

American  Circulation 
Office: 

The  Connoisseur, 
250  West  55th  Street, 
New  York  19,  N.Y. 
Telephone  Plaza  7-5020 


Circulation  Information. 

Great  Britain.  Single  copy  price  10s.  Annual  subscription  15s.  od.  (postage  paid).  Subscription  may  be  booked  from  your  local  bookseller  or  direct  through  The 
Belgrave  Library,  22  Armoury  Way,  London,  S.W.18.  Notification  of  change  of  address  should  be  sent  at  least  four  to  five  weeks  before  pubUshing  date. 
U.S.A.  Single  copy  price  $2.  Subscription  price  U.S.  and  possessions  and  Canada  $16.00  for  one  year  (12  issues)  $30  for  two  years  (24  issues).  All  other  countries 
S19.00  for  one  year,  S36  for  two  years.  Single  copies  may  be  obtained  by  sending  your  order  with  remittance  to  the  New  York  Circulation  office.  Subscription  orders 
should  be  sent  to  the  New  York  Circulation  office.  Notify  The  Connoisseur  Subscription  Department,  250  West  55th  Street,  New  York  19,  N.Y.,  of  any  change  of 
address  and  give  the  old  address  as  well  as  the  new,  with  postal  zone  number  if  any. 

Early  consideration  will  be  given  to  MSS.  accompanied  by  suitable  photographs.  Although  due  care  is  taken,  the  pubhshers  do  not  accept  responsibiUty  for  MSS.  or 
photographs  which  must  be  submitted  at  the  owner's  risk.  The  Editor's  decision  is  final  in  all  editorial  matters. 
Second  class  postage  paid  at  New  York,  N.Y.,  U.S.A.  Printed  in  Great  Britain. 


The  Connoisseur,  April,  1962 


SOTHEBY'S 


Founded  1744 


(innoiuicc  the  Salv  in  M ADKII)  on  I  lUDAY,  4lh  MAY,  of 

TIIK  POiri  KMT  or  I  NK  DUKE  OF  LEKMA 

ON  llOliSEBACK 

bv  SIR  PE I  EK  PAUL  RUBENS 


1131  X  80i  inches 

the  property  of  the  Heirs  of  the  CONDESA  DE  GAVIA 

Illustrated  Catalogue  (6s.  Od.) 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Telex,  London  W.l 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio.  Telex,  New  York 


SOTHEBY'S 

Kounded  1744 

antiouiice  the  Sale  on  Thursday,  lOlh  May,  and  Friday,  lllh  May,  of 

IMPORTANT  MEDIEVAL  AND  RENAISSANCE 
WORKS  OF  ART,  MAIOLICA,  TAPESTRIES, 
CLOCKS  AND  FRENCH  FURNITURE 

the  property  of  THE  RT.  HON.  THE  EARL  OF  POWIS,  C.B.E. 
the  late  Mrs.  EMILY  HESSLEIN,  of  New  York  City,  and  other  owners 


TWO  FAi-NZA  DRUCi  BOTTLhS,  15  in.  aiid  14A  ill.  Larly  16th  Century 


A  NORTH  ITALIAN  BRONZE  FIGURE  OF  A  PANTHER,  1  I4         Early  16th  CentUPy 


SOTHEBY  &  CO. 

Telephone;  Hyde  Park  6545 


SOTHEBY'S 

Pounded  1744 

Salv  riiiirs<lav.  lOlh  May,  and  I  riday,  llth  May 


A  LOUIS  XVI  ROYAL  COMMODE,  the  mounts  with  the  Royal 
monogiam,  cock  of  France  and  the  Bourbon  Lilies,  inlaid 
with  coloured  marbles,  signed  G.  Beneman,  4  ft.  5  in.  wide. 


34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telegrams:  Abinitio,  Telex,  London.  W.l 


SOTHEBY'S 


Founded  1744 


CHARLEMAGNE  AT  THE  BLILDING  OF  THE  CATHEDRAL  AT  AIX  LA  CHAPELLE 

Toumai,  mid- 15th  Century,  9  ft.  7  in.  by  4  ft.  11  in. 


Illustrated  Catalogue: 
{70  plates.  2  in  colour)  £1 

Plain  Catalogue  6d.  Post  Free 


Sale  Thursday,  10th  May 
and  Friday.  11th  May 

also  includes 

THREE  IMPORTANT 
MEDIEVAL 
TAPESTRIES 


THE  BATTLE  OF  RONCEVAUX  from  LE  CHANSON  DE  ROLAND.  Tournai. 

c.  1455,  7  ft.  1  in.  by  6  ft.  2  in. 


SOTHEBY  &  CO.,  34-35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Telex,  London,  W.l 


6  miles  from  Paris 

ENGHIEMes-BAINS 

the  hydropathic  establishment  of  Paris 

THE  FAMOUS  CASINO 

beside  the  lake 

THEATRE 
RESTAURANT  DE  LA  PERGOLA 
GRAND  HOTEL  DES  BAINS 

LUXE  ★★★★  LUXE 
PARK  and  SWIMMING  POOL 

20  minutes  from  the  Place  de  I'Opera  are  to  he  found 
all  the  facilities  and  attractions  of  a  provincial  spa 

TELEPHONE:  964.08.60  (5  LINES) 

Open  from  1st  April  to  31st  December 


PHILLIPS  &  RIXSON 

LIMITED 

31  Old  Brompton  Road 
London,  S.W.7 

Kensington  5858 

Members  of  Tlic  Brilisli  Aiilifiiic  Dealers'  AssociiUioii 


An  interesting  Chippendale  mahogany 
centre  table  in  the  Chinese  taste. 

Circa  1760. 

32  inches  wide,  21  v  inches  deep, 
29 S  inches  high. 


SYDNEY  L.  MOSS 


Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


A  Chinese  Cloisonne  Figure  of  Kuan  Ti,  the 
God  of  War,  shown  kneeling  with  left  arm 
raised  and  the  other  akimbo,  in  blue  armour 
and  turquoise  flowered  helmet,  his  waistband 
tied  with  a  yin  yang  clasp,  a  tiger  skin  over  his 
shoulders.  8^  in.  Ch'ien  Lung  period. 

A.D.  1736-1795. 

On  French  ormolu  oval  stand. 


Established  1910  MAYfair  4670 

81  DAVIES  STREET 
LONDON,  W.I 
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SALOMON  VAN  RUYSDAEL 

Winter  Pleasures  outside  a  Dutch  Town 
Panel.  16!     25]  inches.  Signed 

Literature:  W.  Stcchow,  Catalogue  Raisonnc, 
Salomon  van  Ruysdael,  No.  18,  page  71 


INCLUDED  IN  THE  FORTHCOMING  SPRING  EXHIBITION 

APRIL  5th  -  MAY  4th 

OF  THE 

ALFRED  BROD  GALLERY 

36  Sackville  Street      LONDON,  W.l 

Telephone:  Regent  7883 


PEEL  &  HUMPHRIS  LTD 

37  NEW  BOND   STREET  LONDON  Wl 


MAYfair  6240 


A  finely  pierced,  cast  border  Cake  Basket,  decorated  with 
grotesque  masks,  leaf  and  stiell  mount.  On  four  cast  maskfeet. 


By  Appointment  to 
H.M.  The  Queen 
Silversmiths  and  Jewellers 


DUBLIN:  GEORGE  II  1738 

MAKER  :  J.  HAMILTON    WEIGHT  63.00  01. 


LENGTH  ^^" 


ASPREY  &  COMPANY  LIMITED    •    165/169   NEW   BOND   STREET    •    LONDON   W1    •    Telephone:    HYDe  Park  6767 


XI 


JOHN  MITCHELL  &  SON 

FINE  PAINTINGS 


Oil  on  panel  llj  x  83  inches 

CHILDREN  BLOWING  BUBBLES 

CASPAR  NETSCHER 

(1639-1684) 


8  NEW  BOND  STREET,  LONDON  Wl 

Telephone:  HYDe  park  7567  Cables:  Jonmit,  London 


RV  APPOINTMtN  r 
DCALrnS  IN  ANTIQUE  FURNITURE  AND  WORKS  Or  ART 
TO  THF  LATf  OUFFN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  very  fine  pair  of  beautifully  proportioned  Hepplewhite  mahogany  armchairs  in  the  Louis  XVth  manner. 


44/S2  New  Oxford  Street,  London  W.C.i 

Telephone:  Museum  2121  Telegrams:  Artisonne  Phone  London 


^iiiiiiiiiiiiiiiiiiiiiitiMiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiimiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiii^ 

I           The  Arthur  Jeffress  Gallery  | 

I                                              28  Davies  Street,  London,  W.  i  | 

1                                                                          Mayfair  7836  | 

j                                               PAINTINGS  BY  | 

I                   PHILIPPE  AUGE  I 

I                                                   ^rd  -  2yth  April  1 

I                                     PAINTINGS  OF  ROME  BY  | 

1                     JOHN  PIPER  I 

j                                                      ist  -  2jth  May  | 

I                    Works  by      Appel      Arp      Derain      Dubuffet      Friesz  Kirchner  | 

I                       Modigliani      Moore      Nicholson      Permeke      Picasso  Tobey  | 

iiiiiiiiiiiiiiiiiiiiiiiiiniiiiiimiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiimMMiiiiiiiiiiiiiiiiiiiiH^ 

GALERIE  KOLLER 

ZURICH,  Ramistrasse  8 


AUCTION 

15-19  MAY  1962 

ON  VIEW  2-3  MAY  1962 

EXCLUSIVE  FURNITURE  of  the  18th  and  19th  Centuries 

CLOCKS  and  WATCHES,  Porcelain  and  Silver 
Large  collection  of  drawings  by  Masters  of  the  16th-19th  Centuries 

Paintings  by 

RAVESTEYN     STROZZI     TENIERS     COROT     CHAGALL     DUFY  LOISEAU 

LESSER-URY     PECHSTEIN  etc. 

Extensively  illustrated  catalogue 
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THOMAS  LUMLEY  ltd. 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


A  GEORGE  I  IRISH  SILVER  BOWL 
BY  MATHEW  WALKER,  DUBLIN  1725 

Diameter  6^  inches 


ANTIQUE  SILVER  BY  PAUL  STORR 


A  set  of  12  superb  dinner  plates  by  Paul  Storr,  London  1812,  diameter  10^  inches.  The  arms  of  the  second  Earl  of  Onslow 


Antique  English  Silver 
LONDON:  43  Museum  St.,  W.C.i 

Holborn  2712 


S.  J.  SHRUBSOLE 

LIMITED 


^^^^ 


Old  Sheffield  Plate 

NEW  YORK:  104  East  57th  Street 

Plaza  3-8920 


drian  galleries 


weichberger 
bryn  jones 


march  28th  -  april  19th 


permanently 

BAKIC 

RUMMEL 

LACASSE 

PILLET 


GILBERT 
CROZIER 
PORTWAY 
BOSWELL 


BURT 

FOUJINO 

TATE 

APERGIS  etc 


5/7  porchester  place  marble  arch  london  w2  pad  9473 


HENRY  SPENCER 


&  SONS 


KSTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab.),  F.R.I.C.S..  F.A.I 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  M.  Seymour.     W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I 

of  RETFORD,  Nottinghamshire 


FORTHCOMING  COUNTRY  HOUSE  FURNITURE  SALES  BY 
HENRY  SPENCER  &  SONS 

B>y  Order  of  the  Executors  of  the  Late  Guy  Nicholson  Esq. 
TWO  DAYS  SALE 
OF  THE  CONTENTS  OF  EYAM  DALE  HOUSE 
Eyam  -  Derbyshire 
THURSDAY  &  FRIDAY,  12th  &  13th  April.  1962 

By  Order  of  the  Executors  of  the  Late  J.  Wortley  Fawcett  Esq. 
THE  CONTENTS  OF  MARKHAM  MOOR  HOUSE 
Markham  Moor  -  Nottinghamshire 
TUESDAY.  17th  APRIL,  1962 

Illustrated  Catalogues  2,  6d  each  (in  course  of  preparation) 


iiufreb  ®EilUamsi  (Antiques;) 


WORCESTER 

Some  examples  decorated  by  james  Rogers  in  underglaze  blue, 
polychrome  enamels,  and  black  pencilled  enamel.  Period  circa  1755-60. 


Coloured  transparencies  available 


38    SOUTH    STREET,    EASTBOURNE,  SUSSEX 

EASTBOURNE  780  Open  all  day  on  Saturday  Cables:  ANTIQUITY.  Eastbourne 


PRIDES  of 
LONDON  U.^ 


A  fine  Regency  circular  table  of 
rosewood  with  brass  inlay. 
4  ft.  3  in.  diameter. 


179/180  SLOANE  STREET 

S  . W.  1  Tel:  BELgravia  3080 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.I 


NEW  YORK 

14  East  ^7th  Street 
N.Y.22 


PARIS 

85^  bis  rue  du  Faubourg 
St.  Honore  8^ 
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ALTER  H.  WILLSON  LTD 


A  fine  set  of  four  George  II  Candlesticks 
by  John  Perry,  London  1758-9 

Height  I  of  inches 


15  KING  STREET  •  ST.  JAMES'S  •  LONDON  S.W.i 

WHITEHALL  6463  AURIFABRO  .  PICCY  •  LONDON 

904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 

XK 


Internationally 
Famous  for  Fine  Carpets 


Antique  SURAHANI  KHILA 

Rel.  No.  50276.  Size  £  Ft.  7  in.  X  3  ft.  10  in. 

No.  I  27  in  Exhibition  of  Caucasian  Rugs  at  The  Museum  for 
Art  and  Industry,  Hamburg  1961. 

The 

House  of  Perez 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.5 

Telephones:  KENsington  441  i  (j  lines) 
Telegraphic  Address:  CARPEREZET  London  SWj 

Visit  our  plain  Wilton  carpeting  department  at  168  Brompton  Road 
where  a  large  selection  of  specially  dyed  pastel  shades  in  Aubusson 
colours  can  be  seen. 

Perez  (Contracts)  Ltd.  will  attend  to  all  enquiries  from  the  trade. 
Also  BRISTOL  &  AMSTERDAM 


mmm  k  HiiiiBiiRGGR 

est.  1823 


antique  silver  and  jewellery 
15  th -19  th  century 

mm  120  AMSTERDAM 
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O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  I  S62 


J.  J.  THARRATS  Homage  to  Vclazcjucz 

11-26  MAY 


HARRATS     VILA  CASAS  PIJUAN 

SPANISH  MIXED  SHOW 


PAINTINGS  AND  SCULPTURE  OF  THE  19th  &.  20th  CENTURIES 


EXHIBITION  OF  PAINTINGS  BY 


BLOND 


IK  < 


MAURICE  BLOND  Canvas  loj  X  7i  inches 

THE  ADAMS  GALLERY 

24  DAVIES  STREET,  BERKELEY  SQUARE  W.  i 

MAYFAIR  2468 

PAINTINGS  BY  VLAMINCK,  MARQUET,  FRIFSZ,  DERAIN,  ETC.  MAY  Bl 

ON  APPLICATION 


4)     WILLIAM  WALTER  (Antiques)  LTDj 

CHANCERY  HOUSE  CHANCERY  LANE  ANTIQUE  SILVEr  ] 

LONDON  W.C2 

Telephone:  Chancery  3248/ 49 

AND  I 
LONDON  SILVER  VAULTS  Telegrams:  Walter  Silvavults  London,  W.C.2i 


LON  DON 

69  Upper  Berkeley  Street 
Port  ma  II  Square,  W.  1 

Telephone:  PADdinjiton  6595 
Cables:  \  i\  antique.  London  Vi  .1 


D  M  Cr  P 


MANHEIM 


Members  of  The  British  Antique  Dealers'  Asmciation  Ltd. 

and  An  and  Antique  Dealers'  League  of  America 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 

Cables:  Vivantique,  New  York 


EIGHTEENTH  CENTURY  ENGLISH  PORCELAIN 

Early  WORCESTER  dish  with  raised  basket-ware  border,  and  vine  leaf  handles.  Very  fine  painting  of  fruits, 
butterflies  and  insects,  in  clean,  glowing  colours.  IH  in.  long,      in.  wide.  Circa  1760. 

CHELSEA  Porringer  and  cover,  painted  with  luxuriant  floral  bouquets  in  natural  colours,  and  with  floral  knop, 
and  encrusted  flowers  at  handles:  also  decorated  on  the  inside.  Width  7  in.  Red  Anchor  Period.  Circa  1755. 


HAIM'S 


31  Brook  Street,  London,  Wi       Tel:  my  fair  63oo 

FINE  OLD  SAVONNERIE  CARPET 


(shewing  part  of  main  carpet 
with  centre  medallion) 
33  ft.  6  in.  X  21  ft. 
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IV  / ///:  /.().V(;  ll.-l/.K.  n7.\/)M  W>'  loj  ■   I2in.  i'l  I  I  IM  )l  WIN  I  I  la.l.S,  NliAR  LIN(:<Jl..\ 


THE  FINE  ART  SOCIETY  L^^ 

aiiiiowicc  their  42nd  EXHIBITION  of 

EARLY  ENGLISH  WATER-COLOURS 

iiicliidiui^  representative  works  by  more  than  Seventy-five  Artists 
in  this  interesting  School  of  Water-colour  Painting 


"kRMICHAEL  BELOW  WATERLOO  BRIDGE,  1849  12  x  18  in.  DAVID  COX,  r.w.s.  THE  TUILERIES  10  \  7  in. 


22 


nd 


antique 
dealers' 
fair& 
exhibition 


13  to  28 June  1962 


under  the  patronage  of 

HM  Queen  Ehzabeth  The  Queen  Mother 


Grosvenor  House,  Park  Lane,  London  wi 


Open  5  to  7.30  pm  Wednesday  13  June 
and  thereafter 

1 1  am  to  7.30  pm  daily  except  Sundays 
Admission  5s  season  tickets  -£1 
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in 


r3  G 
M.BL AIRMAN  &  SONS  LTD. 


23  GRAFTON  STREET  LONDON  W.l. 


A  FINE  GEORGE  II  CARVED  GILTWOOD  MIRROR 
Height  5  feet  5  inches.    Width  3  feet 


TELEPHONE  HYDE  PARK  0444 


ESTABLISHED  1884 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


m 
m 


m 


i 


m 
m 
m 


TELEGRAMS  BLAIRTIQUE,  PICCY.  LONDON  rn~> 


'mmmmwM 


XX  VII 


SPECIALISTS 
IN 

ANTIQUE 
PORCELAIN, 
FAIENCE  AND 
MAIOLICA 


156 

BROMPTON 
ROAD 

LONDON,  S.W.3 


Telephones: 
KENsington 
5272  &  3793 


A  view  of  our  Stand  at  The  Antique  Dealers'  Fair  and  Exhibition,  Grosvenor  House.  June  1961 

NEWMAN  &  NEWMAN  (antiques)  ITD. 


IN  ASSOCIATION  WITH 


H.  E.  BACKER  LTD. 

VISIT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION,  VICTORIA  &  ALBERT  MUSEUM,  March  2  until  April  29 


Cables: 

PORCELIQUE 
LONDON,  S.W.3 

ELMARTES 
LONDON,  S.W.3 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


1751 

John  Priest 


1726 
Thos.  Bamford 


1728 
John  Jones 


Promenade 


CHELTENHAM 


1751 

John  Priest 


Telephone  2821 
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An  iniportniif  mid  /^V//  century  hLuk  LiiYiucr 
lOinnioilc  of  fine  (juiility,  tlic  top  (hiui'cr  conccaliti{J 
(lrcssiti\^-tiihlc  fitments  with  a  concave  door  below, 
on  reeded  taper ini^  le\^s. 
Leiii^th  46  ins.  Hei\^ht  ^2  ifis.  Depth  ins. 

A  I'cry  fine  CJiippendide  carved  (^iltwood  oval 
mirror,  surmounted  by  phoenix,  with  flowers 
ami  icicles. 

Overall  hei^^ht  ji6  ins.  Overall  width  J2  ins. 

MAI  LETT  A  SdN  (^NT1QUES)  LTD..  40  NEW  BOND  STREET.  LONDON.  W.l.  TELEPHONE  GROSVENOR  7411  (5  LfNES) 


i 


BY  APKMVTMfJJT  AVT10''T  TiTMfP^  T'>  TW  I  fTT  rjvffs  MA«T 

MALLETT 


MALLETT 


Fine  French  and  ContinetitaJ  furuiture.  Sculpture. 
^Bouic/on  J:/ou^e  I    ^M^f-  ^'^^^  '^"^  Antique  oarden  statuary  and  furniture 

jLJrnired  2  •  davtes  street  •  Berkeley  square  ■  London  \s  i  telephon-E:  maw.mr  zm*  s 


FINEST  PORCELAIN  AND  ORMOLU 
SILVER -GLASS -SMALL  FURNITURE 


BROCKINGTON  HOUSE 

21  Hafod  Road,  HEREFORD 

Tel.  4984 


Allegory  of  Four  Seasons 
7  in.  high.  After  a  model  by  J.  J.  Kandler 
Meissen  c.  1741  /44 

An  example  from  our  collection  of  fine  porcelain 


A  few  of  our  new  acquisitions 

PAIR  OF  BOARS,  modelled  by  Andre  Planche. 
DERBY  c.  1750/55  (similar  model:  British  Museum, 
Franks  Coll.  I  28  &  29,  also  see  Chelsea.  Bow  and 
Derby  Porcelain  Figures  by  F.  Stoner.  PI.  45). 

ALLEGORY  OF  AUTUMN,  after  J.  J.  Kandler  of 

Meissen,   BOW  c.   1755  (see  Bow  Porcelain  by 
F.  Hurlbutt,  PI.  51). 

HERCULES  SUPPORTING  GLOBE,  modelled  by 
J.  J.  Kandler,  MEISSEN  c.  1752  (similar  model: 
Musee  Cognacq-Jay,  Paris,  Cat.  No.  934). 

Photographs  sent  against  specific  enquiries 

ALL  VISITORS  BY  APPOINTMENT  PLEASE 


DENYS  WREY 

LIMITED 

45  SLOANE  STREET 
LONDON  S.W.I 

Telephone:  BELgravia  1813/14 
Members  of  The  British  Antique  Dealers  Association 

Period  Furniture 
Works  of  Art 
Expert  Restoration  of  Antiques 


A  very  elegant  Sheraton  period  centre  writing  table 
on  slender  standard  end  supports  and  having  a 
parchment  coloured  tooled  leather  top.  Circa  1790. 
Measurements  41|  in.  wide  by  27  in.  deep. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE  ENGLISH  ANTIQUE  FURNITURE 
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ir  dti  Terlre.  Montmartre'  1910  hy  M.  UTRILLO 


TOOTH 

Established'  1 842 

31    BRUTOM  STREET 

LONDON,  W.I 

GROsvenor  6741    •    Cables : 'INVOCATION,  London' 


THE  LEFEVRE  GALLERY 


XIX  and  XX  CENTURY 
FRENCH 
PAINTINGS 


30  BRUTON  STREET 
LONDON     W.  1 


DEGAS 

Femme  s'essuyant  (1886) 
pastel,  21 1  X  28  inches 


Telephone: 
Mayfair  2250 


Cables: 
Drawings,  London  W.l 


Members  of  The  British 
Antique  Dealers'  Association  Ltd. 


BIGGS 

of  MAIDENHEAD 


ESTABLISHED  1866 


Open  all  day  on  Saturdays 


Very  fine  Adam  serving  table 
in  mahogany,  height  3  ft.  i  in., 
width  5  ft.  8  in.,  depth  2  ft.  5^  in. 


26,  28,  30,  32 
HIGH  STREET 

MAIDENHEAD 

BERKSHIRE 

TEL.   (3  LINES)    223,  963-964 
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PAUL  LAMERIE 

A  pair  of  George  II  Sauceboats  by  this  famous  silversmith 
London  1742 
Arms  of  Jodrell  impaUng  Vanderplank 


An  Example  from  our  Collection  of  Early  English  Silver 

Antique  Dealers'  Fair  &  Exhibition,  Grosvenor  House,  Park  Lane,  W.l      STAND  No.  78 


Valuations  for  Probate, 
Insurance  and  Division. 


THE  PULITZER  GALLERY 

J    KENSINGTON    HIGH    STREET,    LONDON,    W.8,  ENGLAND 


FRANS 
ANTHONIES 
MANS 

Panel  1 9  }  X  2  5  in. 
Signed  and  datetl  1684 


telli'hone:  westekn  2647 
cables:  pulitzart,  iondon 


GREGORY  &  CO. 


(BRUTON  STREET)  LTD. 


ESTABLISHED  1823 


Telephones:  Mayfair  2608/9/0,  2066 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegr.mis:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORA  TION  S 
H  E  A  TING 
V  A  L  U  A  T  I  O  N  S 


A  Sheraton  serpentine  mahogany 
side  table,  cross  banded  and  inlaid. 
c.  1790. 

Length  4  ft.  10^  in. 
Depth  at  centre  2  ft.  2^  in. 
Height  2  ft.  9^  in. 
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OOl.DSMlTllS  tk  CRfJWN  JI.WI'I.I  I'.KH 
OAKUAKU  *  CO.  LTD.,  l.()M>l)N 

Antique  Silver... 

from  GARRARD 


George  III  Candelabra,  1794 

This  pair  of  antique  silver  candelabra  by  William  Holmes  is  igj"  high 
and  engraved  with  the  Crest  of  Waldegrave.  It  is  a  fine  example  of  the 
wide  range  of  antique  silver  that  is  always  to  be  found  at  Garrard. 


For  the  finest  antique  silver,  make  absolutely  certain  you  visit  Garrard 

GARRARD  The  Crown  Jewellers 

112     REGENT    STREET    W1  REGENT  3021 


XXXV 


TOTONACA-MAYA  standing  figure 
Ca.  7th  century  A.D.    50  inches 


GALERIE  INTERNATIONALE 
D'ART  CONTEMPORAIN 


253,  RUE  SAINT-HONORE 
Tel:  Opera  32.29 


PARIS,  r 


Mathieu 
Guiette 


Viola  A.  Pomodoro 
Latham    G.  Pomodoro 


Corbero  Dangelo 


Degottex 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 

MASTERPIECES 
in 

PRECOLUMBIAN  AND  PRIMITIVE  ARTS 


BRUXELLES,  V 

208,  AV.  F.  ROOSEVELT 
Tel:  72.09.79 


ZURICH,  1 

NUSCHELERSTRASSE  31 
Tel:  25  17  48 


QUINNEYS  Ltd. 


WALTER  NEEDHAM 


Very  important  Regency  rosewood  Secretaire 
Fine  colour  and  patination 
38  X  20  X  58  inches  high 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL'S  RECTORY 

49-61  BRIDGE  STREET  ROW 
CHESTER 


Cable  Addres:;: 
'Needinc',  Chester 


Telephone: 
Chester  22836  and  23632 
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Ih  1/ 

Tht  Quttn  Moihtf 


Hy  AfttHfintmrnl 
lo  II. M.  Quten  l:h-nh,Oi 
Jrwtlltrx 


138  REGENT  STREET,  LOyDOX,  W.I 

AM)  \l  LLANDUDNO 


Uy  Appointmtnl 
In  the  late  Queen  Maty 


A  SUPERB  PUNCH  SERVICE  BY  CARL  FABERGE 

Comprising  an  important  cut  glass  Bowl  and  Cover  with  decorative  silver  mounts 
and  stand,  24  cut  glass  goblets  mounted  in  silver  with  acanthus  leaf  borders,  a 
circular  silver  tray  similarly  chased  and  a  silver  ladle  en  suite. 

Fully  signed  throughout  and  fitted  in  the  original  oak  case. 

Height  of  Bowl  and  Cover  in  silver  stand:  19  inches. 

Diameter  of  Trav:  25  inches. 


XXXVII 


Be  sur^  to  visit 
THE  THIRD 


IDLllD 


IITIQUES  Fill 

CHESFORD  GRANGE,  KENILWORTH,  WARWICKSHIRE 

May  8th  to  May  12th 

open  from  11  a.m.  to  9  p.m.  each  day 
Every  piece  exhibited  is  for  sale  —  Stocks  replenished  daily 
Morning  Coffee    '    Light  refreshments 
Full  cuisine  available  each  day  *  Large  car  park 

ADMISSION :  including  handbook :  3/6d 


It 


DMID  BLACK  &  SOKS 

]Vi:W    BOMD    I^TREET.  W.I 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash   any  of  the  aforementioned 
Works  of  Art. 

We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,    Bronze,    viz.    Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
'DAVIBLACK.  LONDON  W.l" 


Telephone: 
HYDE  PARK  3851 


and 


MR.  BERNARD  BLACK 
1062  MADISON  AVENUE,  NEW  YORK  21 
Telephone:  TRAFALGAR  9-2171 


Marble  head 
13  i  inches  high 
Roman.  2nd  century  a.d. 


David  Drey 


344  Kings  Road  Chelsea  London  SW3 
FURNITURE  SCULPTURE  WORKS  OF  ART  M 
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PAYSAGES  DE  FRANCE 


CALS  (1810-1880)  Canvas  17^  x  251  inches 


Fifth  Annual  Exhibition 
of  XIX  Century  French  Paintings 

Weekdays  10-6        1st  -  31st  MAY  1962        Saturdays  10  -  1 


H.  TERRY-ENGELL  GALLERY 

(Members  of  The  British  Antique  Dealers'  Association,  Ltd.) 

8  BURY  STREET,  ST.  JAMES'S 

Tel:  TRAfalgar  2606  LONDON  SWl  Cables:  Artengel.  London  SWl 


"Progress  and  experiment"  is  the 
watchword  of  ourDramaDepartment. 

Our  domestic  comedy  is  based  on 
ordinary  people  whose  actions  are 
even  more  ordinary  than  usual 
because  they  have  been  passed  as 
ordinary  by  a  special  panel  of  absol- 
utely ordinary  people. 

Our  Westerns  are  further  West;  but 
they  are  even  more  ruthless  in  their 
advocacy  of  anti-sadism.  In  the  saloon 
scenes,  for  instance,  small  medium 
sherries  are  asked  for  instead  of  slugs 


of  Scotch.  When  the  fight  for  non- 
violence developes,  bottles  arethrown 
under  arm  only;  and  cartridges  are 
imitation,  not  genuine,  blank. 

In  our  crime  series,  once  again  we 
break  old  ground,  while  making  it 
more  certain  than  ever  before  that 
no-body  will  recognise  the  real 
murderer.  Titles  and  credits  obscure 
the  view  of  the  face  reflected  in  the 
top  of  the  water  butt.  The  blue  wall- 
flower embroidered  on  the  dirty 
washing  bag  of  the  schizophrenic 
hall  porter  is  never  explained,  nor  is 
it  certain  whether  the  slow  "Ping"  is 
a  sound  effect  or  symbolic  music.  The 
woman  screaming  when  she  looked 
into  the  washing  machine  wasa  clue, 
but  we  purposely  left  unexplained 
why, when  the  gangsters flungthetwo 
dead  men  in  the  doorway,  the  guests 
went  on  eating  hot  hors  d'oeuvres 
as  if  nothing  had  happened. 


It  was  our  idea  to  play  the  actual 
murder  by  flash-back  in  darkness 
and  it  was  up  to  the  audience  to  spot 
the  criminal  and  not  get  him  mixed 
up  with  the  reconstructed  corpse, 
even  if  both  did  bear  a  superficial 
resemblance  to  the  chief  detective, 
who  had  the  lights  full  on  him  for 
the  first  time  just  when,  because 
there  was  only  five  minutes  to  go 
before  Fad  Time,  we  had  to  start 
running  the  titles  and  credits  for  the 
end  of  the  programme. 


Written  by  Stephen  Potter;  designed  by  George  Him 


SCHWEPPERVESCENCE       LASTS      THE      WHOLE       DRINK  THROUGH 
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xr. 


As  Andre  Simon  writes  in  his  introduction,  this  anthology 
'will  be  enjoyed  by  all  who  appreciate  good  writing 
as  well  as  good  fare  and  good  wine'.  25s. 

FROM  ALL  GOOD  BOOKSELLERS  OR  FROM  BELGRAVE  LIBRARY,  22  ARMOURY  WAY,  LONDON  SWl8 
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BROADWAY  ART  GALLERY     Broadway,  Worcs. 


(telephone:  3237) 


SPRING  EXHIBITION 

7-30  APRIL 

ENGLISH 
PAINTING 

Sickert  to  Hitchens 

Daily  10-7      Sundays  2-7 


Horses  in  a  landscape 
by 

Raoul  MILLAIS 


Augsbourg  Coffee  Pot 

by  A.  DRENKWET  (174I-I785) 

Height  135  inches 

ALESSANDRO  ORSI 

ANTIQUES 


14  VIA  BAGUTTA 


MILAN  (ITALY; 


Established  iSij 

I  Head  office: 

■V   91-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 


also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARES 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custombrokers        -        Travel  Agents 


i 


The  Connoisseur,  April,  1962 


XLIl 


MONTAGUE  MARCUSSEN 

98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


LTD 


XLIII 


DELOMOSNE 

&  SON  LTD 

(Members  of  The  British  Ar^tique  Dealers'  Association  Ltd.) 

OLD  ENGLISH  AND 
CONTINENTAL  CHINA 

NEEDLEWORK  PICTURES 


A  fine  pair  of  cut  glass  Vases,  the  ormolu 
mounts  with  original  gilding.  Baccarat, 
circa  1820. 

Height:  1 5^  inches. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON,  W.8 

(Two  minutes  from  High  St.  Station) 


Telephone: 
WEStern  1804 


Cablegrams: 
DELOMOSNE,  LONDON,  W.8 


FINE  ENGLISH  AND  FRENCH 
PORCELAIN        WORKS  OF  ART 


8  DAVIES  STREET         BERKELEY  SQUARE         LONDON  W.l 


Wood  figure  polychrome  16th  century 
Height  382  inches 

FRANCO  GEI 

ANTIQUES 

1  VIA  HOEPLI  (Agnello  18)  MILAN  (ITALY) 

The  Connoisseur,  April,  1962 


XLIV 


The  new  Three-decker 
by 

F.       BENNETT,  1945 

Canvas:  24  X  30  inches  (61  X  76  cm.) 
Framed:  30 J  X  36^  inches  (78  X  93  cm. 


The  Stable  yard 
by 

F.  M.  BENNETT,  1917 

Canvas:  16^  x  14  inches  {41  x  36  cm.) 
Framed:  212  X  19.i  inches  (56  x  51  cm.) 


1.  NEWMAN  LTD 


lished  1870 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 


ke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.I 

'Hluhall  6068/9  Ttltgraphic  Address:  NEWPIC,  PICCT,  LONDON 


CONFEDERATION  INTERNATIONALE 
DES    NEGOCIANTS   EN  O^UVRES  DART 

PRESENT 
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Gilt  Bronze  Statuette  of  a  Bodkisattva  8^  in.  (21  cm.) 
Northern  Ch'i  {A.D.  550-577) 


C.  T.  LOO  & 

ASIAN  ART 
48  Rue  de  Courcelles 

PARIS 


BRACHER  &  SYDENHAM 

Established  1 790 


A  Fine  Set  of  4  George  II 
Candlesticks,  London  1751 

Maker:  Edward  Wakelin 

Height:  9 J  in. 
Weight:  82  oz. 


QUEEN  VICTORIA  STREET,  READING,  BERKS. 


Telephone:  53724 


Terracotta  Sciiola  Toscana      Sec.  XV 
Centimetri  44  per  30^ 

NELLA  LONGARI 

ANTIQUES 


15  VIA  BIGLI 


MILAN  (ITALY) 


DUITS 


LTD 


Finest  examples 
of 

ijih  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,   LONDON,   S  .  W  .  1 

Telephone  :  Whitehall  7440 
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The  General  Trading  Company 
144  Sloane  Street  Sloane  Square 
London  SWl   Sloane  0411 

XLDC 


BEAUCHAMP  GALLERIES 


8  BEAUCHAMP  PLACE  S.W.3 

Telephone:  Kensington  5716 


MEMBER  OF  THE 
B.A.D.A.  LTD 


A  pared  gilt  Silver  Beaker 
Riga,  1705  by  Johann  Berend 

7  inches  high 

H.  S.  WELLBY 

1 6c  Grafton  Street,  W.  1 

Tel:  Hyde  Park  1597  Member  of  the  B.A.D.A.  Ltd. 

Antique  English  and  Continental  Silver  Old  Sheffield  Plate 


AUCTION  IN  PARIS  -  PALAIS  GALLIERA 

TUESDAY  APRIL  1 0th  1962  AT  2.30  P.M. 

Auctioneers: 

Me  ETIENNE  ADER    Me  PHILIPPE  COUTURIER    Me  ALAIN  LEMEE 

12  rue  Favart  56  rue  de  la  Victoire  I  rue  Laffrtte 


FLEMISH  AND  ITALIAN  PRIMITIVES 
OBJECTS  OF  ART:  HAUTE  CURIOSITE 

many  having  belonged  to  the  collection  of 
CLAUDE  LAFONTAINE 

Paintings  by,  or  attributed  to:  Cranach  the  Elder, 
Cranach  the  Younger,  Coello,  and  the  Florentine, 
French  and  Italian  Schools. 

OLD  MASTER  PAINTINGS 

Paintings  by,  or  attributed  to:  Backhuysen,  Bosschaert, 
Claesz,  Van  Orley,   Delyens,   Demarne,  Mantagna, 
Prud'hon,  Robert,  Tournieres,  etc. 

IMPORTANT  TRIPTYCH  OF  A  FLEMISH 
MASTER  OF  THE  LATE  15th  CENTURY 

The  Martyrdom  of  St.  Hippolitus' 
PAINTING  by  ANTOINE  WATTEAU 

Assumed  portrait  of  Mme  de  Julienne  as  an  allegorical 
figure  of  the  Seine 

HAUTE  EPOQUE  OBJECTS  OF  ART 

German  Astronomical  Clock  I6-I7th  Century. 
WOOD  SCULPTURES 
Altarpiece  in  sculpted  wood  partly  from  I5-I6th  Century. 
OBJECTS  OF  ART  AND  FURNISHING 

Mostly  of  the  18th  Century 

Sculptures  by  CLODION  -  PAJOU 

From  the  Estate  of  Mme  B.  de  B.  and  from 
various  Private  Collectors. 

Experts: 

Messrs  C.  and  T.  CATROUX,  HEIM  GAIRAC.  Ch.  RATTON, 
DAMIDOT,  DILLEE,  LACOSTE 

View:  Monday  April  9th  from  1 0  a.m.  to  midday,  fronn  2  to  6  p.m. 
and  from  9  to  I  I  p.m. 
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One  of  a  PAIR  of  most  rare  and  particularly  fine  quality  early  George  II  walnut  Console  Tables,  in 
original  and  untouched  condition  throughout,  old  patination.  Size  84  in.  wide  X  30  in.  deep  X  32  in.  high. 

Ori\;itinllY  from  the  collection  of  the  Rii^ht  Honourable  the  Ecirl  of  Ottslow,  MC,  TD,  DL. 


Mn.VlBFR  OF  THE  B.A.D.A.  (|>RINC:IPAL  S :  T.  F.  &  F.  R.  OLIVFR)  ESTABLISHFIJ  iSSI 

Catherine's;  i|ou£^e,  ^orts^moutl)  IRoab,  (guilMorb,  ^urrep 

TEIEPHONE  NO.  5427     WHEN  CLOSED    S992  TELEGRAMS  &  CABLES  'OLr^  ER.  CnLDFORU 

62543 


PAPAZIAN  &  ESKENAZI 

Oriental  Art 


Kanghsi  sur  bisque 
Height  10  inches.  Width  71  inches 

15  VIA  MONTE  NAPOLEONE,  MILAN 


GREECE 


Individually  Planned 

HOLIDAYS 


Enjoy  complete  personal  freedom,  no  group  planning. 
Air  travel  by  regular  flights  of  scheduled  airlines. 
Individual  itineraries  offering  a  well  balanced  holiday  which 
both  relaxing  and  interesting. 

FREE  BROCHURE,  fully  detailed.  Write  Dept.  (C4) 
E.  A.  GIBSON  &  COMPANY  LIMITED 

100  Fenchurch  Street,  London  E.G. 3.    (Member  of  A.B.T.A.) 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


io8  Penylan  Road,  CARDIFF 

Telephone:  CardifF  36888 


Private  residence 
By  appointment 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2i88 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 

Visit  the  International  Art  Treasures  Exhibition 
Victoria  &  Albert  Museum 
March  2  -  April  29 


;    Antique  Silver 

HARRY 

:    Sheffield  Plate 

CHERNACK 

'   Antique  Jewellery 

of  Edinburgh  ! 

85  ROSE  STREET  •  PHONE  CAL  3038 

'             Member  of  The  British  Antique  Dealers  Association  ( 

'                                         ^  : 

Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the   world.   Storage  facilities  at 
London,  Liverpool,   Glasgow  and 
Paris. 
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L  BLOOM  &  SO^ 


ESTABLISHED    1912 , 


Norris  Street  Haymarket    London  S.W.I  Tra  :  5984    &    15  Norton  Folgate  Bishopsgate  E.l    Bb  :  1587 


'The  arms  contained  within  a  lozenge  on  the  reverse  side  are  those  of  Frances  Teresa  Stuart,  Duchess  of 
Richmond  and  Lennox,  as  a  widow.  The  coat  shows  Aubigny  quarterly  with  Stuart,  Lennox  on  the 
scocheon — for  Charles,  3rd  Duke  of  Richmond  and  6th  Duke  of  Leimox — impaling  Stewart,  as  borne 
by  the  Stewarts,  Lords  Blantyre. 

Charles  Stuart,  Duke  of  Richmond,  Earl  of  March,  Duke  and  Earl  of  Lennox,  Earl  of  Darnley,  and 
Seigneur  d'Aubigny  in  France,  only  son  and  heir  of  Lord  George  Stuart  next  sur\'iving  brother  of  James, 
1st  Duke  of  Richmond  and  4th  Duke  of  Lennox,  succeeded  to  the  Dukedoms  of  Richmond  and 
Lennox  on  the  death  of  his  cousin  Esme,  August  10th  1660,  and  was  made  a  Knight  of  the  Garter  the 
following  year.  He  died  whilst  ambassador  to  Denmark,  at  Elsinore,  on  December  12th  1672,  aged  33, 
and  was  buried  in  September  1673,  in  Henry  VII's  Chapel  at  Westminster.  At  his  death  all  his  honours, 
except  that  of  the  Barony  of  Chfton  of  Leighton  Bromswold — in  which  the  right  of  his  only  sister 
Katherine  was  recognised  by  the  House  of  Lords  on  February  7th  1673/4 — became  extinct. 

Charles  II  though  not  lineally  descended  from  any  of  the  Dukes  of  Richmond  and  Lennox,  was 
declared  by  inquisition  post  mortem  held  at  Edinburgh  6th  July  1680,  the  nearest  collateral  male  heir. 
The  titles  thus  reverted  to  the  King,  who  bestowed  them  on  his  son  by  the  Duchess  of  Portsmouth, 
Charles  Lennox,  born  in  1672.' 

Exhibited  at  The  Royal  Scottish  Museum  1927-1953 

Formerly  in  the  R.  W.  Baird  Collection 
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The  MAY  issue  of 

The  Connoisseur 

w  ill  be  devoted  to  the  arts  of  Greece, 

.uid  is  being  publislied  under  the  patroiaage  of 

Their  Royal  Highnesses 

the  Princess  Sophie  and  the  Princess  hx-ne 

by  gracious  permission  of 

Her  Majesty  Queen  Frederika  of  the  Hellenes. 

The  contents,  which  have  been  conceived  and 

inspired  by  M.  Cieorges  Salniann  and 

produced  in  collaboration  with  the  Editor  m  London, 

will  include: 

A  Tenth  Century  Ivory  Statuette 

JOHN  BECKWITH 

Department  of  Architecture  and  Sculpture, 
Victoria  &  Albert  Museum,  London 

Greek  Gardens,  the  Landscape — and  Water 

JACQUELINE  DE  CHIMAY  and 
CHARLES  DE  NOAILLES 

Greek  Masterpieces  in  Museums  abroad 

JEAN  CHARBONNEAU 

Conservatcur  en  Chef  du  Departement  des 
Antiquitcs  Grecques  et  Romaincs, 
Musce  du  Louvre 

Greek  Navigation  through  the  Ages 

JEAN  BABELON 

Conservatcur  Honoraire  du  Cabinet  des 
Mcdailles  de  la  Bibliothcquc  Nationalc, 
Paris 

Mediaeval  Painting  in  Southern  Greece 

MANOLIS  CHATZIDAKIS 

Director  of  the  Byzantine  Museum,  Athens 
Thoughts  of  a  Greek  collector 

PAUL  CANELLOPOULOS 

Vice  President  of  the  Society  for  Early 
Christian  Art,  Athens 

Modern  Art  in  Greece — anci  some 
contemporary  Greek  painters 

MARINOS  CALLIGAS 

Dn-ector  of  the  National  Picture  Gallery, 
Athens 

The  Influences  of  Greek  art  in  mediaeval 
Europe 

PROFESSOR  LADENDORF 

Director  of  the  Kunsthistorische  Seminar, 
Koln 
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Corsham  Court 

(Lord  Methuen,  R.A.)  between 
Chippenham  and  Bath 
The  State  Rooms  are  open  to  the 
publicon  Sun.,  Wed.  and  Thurs.,  May 
-  Oct.:  and  on  every  Day  (except 
Mondays)  Mid-July  -  Mid-Sept, 
during  the  Bath  Festival,  also  Bank 
Holidays.  Elizabethan  Manor;  Geor- 
gian State  Rooms.  Famous  collection 
Old  Masters  including  Vandyck's 
'Betrayal'  and  XVIIIth  century 
furniture. 


COIN  &  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  l4/9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I    Telephone:  LANgham  3677 


4S 


Hyde  Park  47 1  1 


P.  H.  GILLIIVGHAII 

M.B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK   IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


8  CRERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


LYNDHURST-  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


I 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET.  LONDON,  W.I 


Welbeck  8934 


€.  &  D.  O'DOXOGHUE 

Member  of  The  British  Antique  Dealers^  Associatiort  Ltd. 

FINE   STOCK   OF   ENGLISH  CHINA 
12  Victoria  Parade,  TORQUAY,  Devon 

Telephone:  3567 


Robert  de  Freshes 


ANTIQUES  and  OBJETS  D'ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 

EXPORTERS 

Trade  enquiries  invited 


CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

AYRSHIRE  Galston  314 
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LIV 


ANTIQUE  SILVER 


Pair  of  very  fine  Antique  Silver  4-light  Candelabra  by  Matthew  Boulton.  Birmingham  1824-5. 
Engraved  with  contemporary  armorials.  Height  27  inches,  weight  240  ounces. 


from  the  Collection  of 


enquiries  invited.  Free  of  Customs  duty 


LOUIS  WINE  ltd 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


1 


1 

,  I 

I 

SPRING  ? 
EXHIBITION  ^ 

OF  FINE  ! 

I 
I 

DUTCH,   FLEMISH    AND   ITALIAN  j 

1 

OLD   MASTER  PAINTINGS 

1 

APRIL  27  -  MAY  31 


Dailv  10  a.m.  —  6  p.m.  Satiirdavs  10  a.m.     1  p.m. 


ALL  PAINTINGS  ARE   FOR  SALE 


LEONARD  KOETSER  GALLERY 

13  Duke  Street,  St.  James's,  London,  S.W  .  i 

Telephone:  W'HItehall  9349 


J 


SALOMON  VAN  RUYSDAEL 
(f.  1600  -  Haarlem  -  1670) 

RIVER  SCENE 

Panel  15^  X  24i  inches  (39-3  x  61  cm.) 

Signed  and  dated  1644 

Prouetiaiicc:  Collection:  Mr.  Paul  Oppenheimer,  Stubley  Old  Hall,  Littleborough,  Lanes. 


HENDRIK  DUBBELS 
(1620/ 1  -  Amsterdam  -  1676) 

HARBOUR  AND  ESTUARY  AT  VEERE,  HOLLAND 

Canvas  23  x  3 1  inches  (58  •  3  x  78 -6  cm.) 

Signed 

Pioi'eiiaiice:  Collection:  Major  E.  P.  G.  Miller  Mundy,  M.C. 


HENDRIK  AVERCAMP 
(1585  -  Amsterdam  -  Kampen  -  1663) 

PLEASURES  O.V  THE  ICE 

Panel  9I  x  16  inches  (24  X  40-6  cm.) 

Signed  with  monogram 

ProuenaiKe:  Collection:  Commander  J.  F.  R.  Crews,  Penzance,  Cornwall 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  fames  s,  S.W.i 


SALOMON  VAN  RU^'SDAEL 
(f.  1600  -  Haarlem  -  1670) 

L.iXDSC.WE 

Canvas  43!  x  34*  inches  (110-3  x  87-5011-) 

Signed  and  dated  1664 

Pmntiuaue:  CoDectioas :  Charles  Marshall,  Esq.,  Londoo 
Mrs.  Martin  Gimscm,  Leicester 


At  Ae  LEOXARD  KOETSER  GALLERY.  13  Duke  Stmt,  St  Jt 

PRICES  ON  APPLICATION 


CORNEILLE  DE  LYON 
(1533/4  -  The  Hague  -  Lyon  -  1574) 

PORTRAIT  OF  A  XOBLEMAX 

Panel  7|  x  5^  inches  (19-6  x  13  -9001.) 
Provenance:  Collection:  George  Levy,  Esq. 


Exhibition  at  the  LEOSARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.lV.i 


JAN  TEN  COMPE 
(171 3  -  Amsterdam  -  1761) 

A  VIEW  OF  AMSTERDAM 
showing  the  Mint  Tower  and  Amstel  River 

Panel  21  x  28|  inches  (53 -2  x  72-3  cm.) 

Signed  and  dated  1752 

Provenance:  Collections:  Helen  Laura  Pearson 

Alexander  Cunninghame,  i6th  Laird  of  Craigends 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's, 


Exhibition  at  the  LEONARD  KOETSER  GALLERY,  13  Dvke  Street,  St.  James's,  S.W.i 


LUCAS  VAN  VALKENBORCH 
(f.  1540  -  Malines  -  Brussels  -  c.  1625) 

LANDSCAPE:  THE  RETURN  FROM  THE  FEAST 

Panel  14  x  22^  inches  (35 •  5  X  56  cm.) 

Signed  and  dated  1595 

Prot'citaiuc:  Collection:  Patrick  Buchan-Hepburn,  M.P. 


LEONARD  KOETSER  EXHIBITION,  ij,  Duke  Street,  St.  James's,  S.W.i 


JAN  BRUEGHEL  DE  VELOURS 
(1568  -  Brussels  -  Anvers  -  1625) 

LANDSCAPE  WITH  TRAl'ELLERS 

Copper  panel  loh  x  155  inches  (26-6  x  39-8  cm.) 

Signed  and  dated  161 1 
Provenance:  Collection:  P.  D.  Morris,  Esq. 


PHILIPS  WOUVERMAN 
(1614  -  Haarlem  -  1668) 

TRAVELLERS  ON  A  ROAD 

Panel  io|  x      inches  (27  •  6  x  20  8  cm.) 

Signed 


JAN  VAN  GOYEN 
(1596  -  Leiden  -The  Hague  -  1665) 

RIVER  SCENE 

Panel  18  ■  27  inches  (45 -6  x  68-  5  cm.) 

Signed  and  dated  1639 

Collection:  Mrs.  Mary  Neame 


Exhibition  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.i 


JAN  VAN  VERMEER  VAN  HAARLEM 
(1628  -  Haarlem  -  1691) 

AN  EXTENSIVE  LANDSCAPE  -  VIEW  OF  HAARLEM 

Panel  12^  x  1 5  inches  (3 1  •  7  x  38-6  cm.) 

Provenance:  Collection:  Mrs.  Heywood  Johnstone,  Bignor  House,  Pulborough 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.lV.i 


AMBROSIUS  BOSSCHAERT,  the  Younger 
(1609  -  Utrecht  -  1645) 

FLOWERS  IN  A  I'ASE 

Panel  I  if  x  i6j  inches  (29-8  x  42-5  cm.) 

Provenaiuc:  Collection:  Barratt,  Torquay 


MICHEL  MARIESCHI 
(1710  -  Venice  -  1743) 

THE  GRAND  CANAL,  VENICE 

Canvas  24  x  37  inches  (60  •  8  x  93 -8  cm.) 

Pfoi'cnaiicc:  Collection:  The  Hon.  and  Mrs.  Alvan  T.  Fuller 

Fuller  Foundation  Inc.,  Boston,  Mass.,  U.S.A. 

Exhibited:  Museum  of  Fine  Arts,  Boston,  'Scenic  Painters  and  Drauqiitsnicii  of 
Eighteenth  Century  Venice''  1958 

Museum  of  Fine  Arts,  Boston,  'Alvan  T.  Fnller  Memorial  Exhibition'' 
1959,  No.  10 


On  Exhibition  at  the  LEONARD  KOETSER  GALLERY,  ij  Duke  Street,  St.  James's,  S.lV.i 


ADAM  ELSHEIMER 
(1578  -  Frankfurt  -  Rome  -  161 0) 


APOLLO  AND  CORONIS 
(The  Death  of  Procris) 

Though  engraved  by  Magdalena  de  Passe  as  'Tlie  Death  of  Procris'  and  accordingly  so  described  by  Sandrart, 
Holzinger  has  shown  that  the  true  subject  is  Coronis  put  to  death  by  Apollo  for  her  infidelity  to  him.  (Ovid, 
Metamorphoses,  II,  613  ff.)  Lavin  explains  the  misunderstanding  by  the  closeness  of  the  composition  to  the 
story  of  Ccphalus  and  Procris  as  represented  in  the  Farnesina  at  Rome.  Weizsacker  remarks  on  the  fact  that 
although  the  figures  of  Coronis  may  be  based  on  an  antique  statue,  its  treatment  is  rather  realistic.  He  cites 
two  other  autograph  versions  of  the  picture,  and  suggests  that  this  is  the  earliest  to  be  dated,  c.  1605. 
The  composition  reveals  the  tense  intimacy  of  Elsheinier's  approach,  and  a  typically  northern  landscape  is 
combined  with  a  nude  tinged  with  Venetian  flavour.  What  is  so  characteristic  of  Elsheimer's  particular  and 
individual  vision  is  the  introduction  of  a  contre-jour  effect,  as  in  the  satyrs,  gathered  round  a  log  fire,  the 
flames  of  which  add  to  the  glowing  jewelled  effect  of  the  picture.  This  effect  is  further  emphasised  by  the 
dabs  of  reddish  paint  that  occur  on  the  foliage. 

Copper  panel,  7x9  inches  (17-8  x  23  cm.) 

Provenance: 

Collections:  De  Vigny  (Architecte  du  Roi)  Paris,  1773 
The  Rt.  Hon.  Charles  Scale  Hayne 
Sir  Claude  Phillips 
Lady  Martin 

Exhibited:  'Early  German  Art\  Burlington  Fine  Arts  Club,  1906,  No.  71  (Lent  by  Claude  Phillips) 

'Artists  in  1  yth  century  Ronie\  Messrs.  Wildenstcin  &:  Co.,  London,  i  June  -  16  July,  1955,  No.  41 
'German  Art  1400-1800',  City  of  Manchester  Art  Gallery,  1961,  No.  159  (Lent  by  Lady  Martin) 

Literature:  H.  Weizsacker,  'Adam  Elsheimer  Dcr  Malcr  von  Frankfurt'  I,  1936,  p.  140,  PI.  72 ;  II,  p.  46,  No.  49 

Holzinger,  'Elslieimers  Realisnuis'  in  Munchen  Jahrbuch  Bildenden  Kunst,  ii,  195 1,  pp.  216-218, 
Fig.  10 

Irving  Lavin,  'Ccphalus  and  Procris,  Transformations  of  an  Ordinary  Myth',  in  Journal  of  the 
Warburg  and  Coin-taidd  Institute  XVII  (314)  1955,  p.  286,  PI.  426 
Mireur,  'Vcntes  d'Art',  III,  P.  9S.  Sale  Paris,  Lot  17 
Sandrart  (ed.  Peltzcr),  p.  160  f. 

Engraved:  Magdalena  de  Passe  (1560  -  c.  1640),  subsequently  published  in  Ovid:  Metamorphoses  (ed. 
Foppens,  1667) 


ALL  PAINTINGS  ARE  FOR  SALE 

LEONARD  KOETSER  EXHIBITION,  13  Duke  Street,  St.  James's,  S.W.t 


ADAM  ELSHEIMER 
(1578  -  Frankfurt  -  Rome  -  16 10) 

THE  'SMALV  TOBIAS  AND  THE  ANGEL 

Rendered  with  the  masterly  roiiuvitic  and  minute  touch  for  wiiich  lie  achieved  such  a  u^idespread  reputation  on  the  Continent  by  the 
first  decade  of  the  Seventeenth  century,  the  artist  here  uses  one  of  the  half-light  compositions  which  so  attracted  him,  and  which  was  to 
influence  many  of  his  contemporaries.  Shrouded  with  mysterious,  semi-religious  feeling,  the  Angel,  in  a  loose  red  robe,  appears  to 
Tobias,  whom  he  is  gently  taking  by  the  arm,  beside  an  inland  pool,  in  the  smooth  silent  waters  of  which  is  reflected  the  flowing  outline 
of  tall  trees  on  the  far  side.  The  faces  of  the  two  figures  are  illumined  by  the  last  rays  of  a  setting  sun.  Behind  the  Angel  is  a  small  dog. 
In  the  background,  on  the  other  side  of  the  pool,  are  further  figures,  cattle,  and  a  flock  of  sheep.  The  sun  has  fallen  below  the  horizon 
of  trees,  hut  its  glow  still  catches  the  deep  blue  of  the  sky  and  a  drifting  line  of  beautifully  formed  white  clouds. 

Copper  panel  4^  x  7  inches  (11 -5  x  17-8  cm.) 

Provenance: 

Collections:  Johannes  Faber  (Inventory  of  1629:  '34  Item  un  alto  quadretto  piccolino  parimente  di  vaso  di  grandezza  di  un 
palmo  incirca  rappresentante  I'Historia  di  Tobia  in  corniciato  d'ebbano'  -  cited  by  Weizsacker,  II  p.  214). 
In  a  manuscript  inventory  of  1844  belonging  to  William  Beckford  of  Fonthill  Abbey.  'This  picture  passed  into 
the  Hamilton  Palace  Collection  when  Beckford's  daughter  married  the  Duke  of  Hamilton.' 

Duke  of  Hamilton,  Hamilton  Palace  Sales,  first  day,  17  June,  1882.  (Lot  64,  bt.  the  Hon.  W.  Massey-Main- 
waring.) 

Sir  Claude  Phillips 
Lady  Martin 

Literature:    Hamilton  Palace  Collections  (illustrated  priced  catalogue  issued  after  the  sale,  1882,  p.  19) 

W.  Bode,  Studien  zur  Geschichtc  der  Hollandischen  Malerei,  1883,  pp.  297  &  310.  Idem,  Adam  Elsheimer,  der 
Romische  Maler  Deutsche  Nation  1920,  pp.  47,  49 

H.WcizsnckcT,  Adam  Elsheimer,  der  Maler  von  Frankfurt,  I.  1936,  pp.  ii8fF.Pl.  5i;II.  1952,  No.  8,  p.  12 

Sandrart,  p.  160.  'Unter  andem  seinen  besten  Werken  mehrte  er  seinen  Ruf  mit  einem  kleinem  Tobias  auf  ein 
Kupferblattlein  einer  Spannen  lang,  worinn  der  Engel  den  jungen  Tobias  durch  ein  seicht-riimendes  Wasser- 
bachlein  zu  kommen  behiilflich  ist  und  das  Hundlein  von  einem  Stein  zu  dem  andern  springet,  als  begierig 
hinnach  zu  kommen,  beiden  scheinet  die  aufgehende  helle  Sonne  ins  Angesicht.  Die  Landschaft  ist  so  schon, 
der  im  Wasser  erscheinende  Wiederglanz  des  Himmels  so  natiirlich,  die  Reisende  und  Thiere  dermassen  wol 
gebildt,  dass  dergleichen  wahre  Manier  vorhin  niemals  gesehen,  und  dahero  in  ganz  Rom  von  nichts  dann  von 
Elsheimers  neu-erfundener  Kunst  im  Mahlen  geredt  worden.' 

Exhibited:    London,  Messrs.  Wildenstein  &  Co.,  'Artists  in  17th  Century  Rome',  i  June  -  16  July,  1955,  p.  48,  No.  40 

Engraved:  Hendrik  Goudt,  1608  (reproduced  Weizsacker,  I,  PI.  50).  Through  the  distribution  of  Goudt's  print  of  1608, 
this  picture  was  well  known  by  Rembrandt,  Hercules  Seghers  and  Rubens.  Agricola;  Cornelius  Galle;  Hollar; 
Lloyd  Smith.  An  etching  by  the  artist's  own  hand  is  also  known  in  the  same  direction  as  the  picture.  (Weiz- 
sacker, I,  PI.  53,  fig.  62,  II,  p.  138,  No.  14) 

Extract  from  a  letter  of  Peter  Paul  Rubens,  translated  and  edited  by  Ruth  Saunders  Magurin,  to  Johann  Faber,  Antwerp,  14 
January,  161 1.  (The  original  letters  are  in  Archivio  degli  Orfani  di  Santa  Maria,  Rome) 

'I  have  received  from  you  two  letters  of  very  different  tenor  and  content.  The  first  was  thoroughly  amusing  and  gay ;  but 
the  second,  of  December  18,  was  the  bearer  of  the  most  cruel  news — that  of  the  death  of  our  beloved  Signor  Adam  (Adam 
Elsheimer) — which  was  very  bitter  to  me.  Surely  after  such  a  loss,  our  entire  profession  ought  to  clothe  itself  in  mourning. 
It  will  not  easily  succeed  in  replacing  him;  in  my  opinion  he  had  no  equal  in  small  figures,  in  landscapes,  and  in  many 
other  subjects. 

'For  myself,  I  have  never  felt  my  heart  more  profoundly  pierced  by  grief  than  at  this  news.  * 
'I  am  sorry  that  in  these  parts  we  have  not  a  single  one  of  his  works.' 

Copies:  For  the  innumerable  copies  of  this  celebrated  picture,  made  in  the  17th  century  and  later,  see  Weizsacker,  II,  pp. 
12-13.  These  include  a  chalk  drawing  touched  in  with  wash  by  Moses  Terborch  in  the  Print  Room  of  the  Rijksmuseum, 
Amsterdam.  Copies  are  in  the  following  museums  and  Collections: — • 

Lisbon  National  Museum 

Moscow  State  Museum 

Stockholm,  Collection  Ivan  Traugoff 

Stuttgart,  Collection  Walter  L.  Wolf 

Stuttgart,  Collection  Alexander  von  Pflaum 

Worms,  Heylshof 

Frankfurt,  Collection  Dr.  PhiUpp  Friedrich  Gwinner 
Schloss  Gatschina,  Petersburg 
Hanover  Fiderkommissgalerie 
Leipzig,  Collection  Baumgartner 


LEONARD  KOETSER  EXHIBITION,  13  Duke  Street,  St.  James's,  S.W.i 


CATALOGUE 
OF 

DRAWINGS 

BY 

FRAGONARD 


IN  FOUR  VOLUMES 


BV 


Alexandre  Ananoff 


'M.  Alexandre  Ananoff,  admirer  of  and  great  specialist  in 
Fragonard  and  iiis  oeuvre,  has  just  published  his  first  book  .  .  . 
This  very  learned  study  has  been  carried  out  most  conscientiously 
and  with  rare  courage.  M.  Ananoff  not  only  examines  the 
authenticity  of  a  Fragonard  drawing  from  the  dual  standpoint 
of  technique  and  artistic  merit  .  .  .  but  he  explains 
his  working  methods  .  .  .  the  enormous  amount 
of  scholarly  investigation  involved.' 

(Connalssance  des  Arts) 

'He  has  produced  a  very  fine  book,  courageous  and  most  useful  .  .  .' 

(Gazette  des  Beaux-Arts) 

'Of  considerable  scientific  interest  .  .  .  Chiefly  concerned 
with  determining  the  authentic  from  among  the  numerous 
imitations,  copies  or  replicas  .  .  .' 

(Arts)  Germain  BAZIN 
Conservateur  en  chef 
des  Peintures  et  Dessins  du  muste  du  Louvre 

VOLUME  I  on  sale  now,  VOLUME  II  will  be  out  shortly 


Obtainable  from:  F.  (de  NOBELE,  35  Rue  BONAPARTE,  PARIS 


DOCCIA  PORCELAIN      Circa  1750 
Height  8  inciics 

FRANCESCO  QUEIRAZZA 

ANTIQUES 

42  VIA  DELLA  SPIGA,  MILAN  (ITALY) 


NORBERT  FISCHMAN 
GALLERY 


OLD  MASTER 
PAINTINGS 


On  View 


26  Old  Bond  Street,  W.  i 


TcJ:  HvJc  Park  5744 
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STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


EDC.AR  DEGAS 


Danseuse 


(Rewald  No.  3S) 


Maliogany  Circular  Library  Table, 
relined  pale  green  hide. 


J  6"  Diameter 


A  comprehensive  Collection  ot  antique'; 
embracing  a  wide  range  ot  styles  and  periods  nuv 
always  be  seen  in  Maples  Antique  Galleries. 


Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD 

TOTTENHAM  COURT  ROAD,  LONDON  W  1      TEl  ;  ELN  Ti 


-m 


LXXVU 


RALPH  COX 

6^  <^  /  ^aJ^/Ze^e// 


^  f^/Co/iH         Telephone  22463 


Ivory  with  Silver-gilt  mounts 

German  17th  Century 
Height  14  inches  £150 


8l&<^ant  <^^oine4  deAeA^ve 

LAMPS  &  SHADES 

NITA  MILLER 

Exquisitely  designed  lampshades  arc  made  to  order  quickly 
and  efficiently  in  our  own  workroom.  The  expert  advice 
of  designers  Nita  and  Lyn  Miller  is  always  available. 

Nita  Miller,  65  a  Grosvenor  Street,  W.i 
Mayfair  095 1 


A  MUCH-NEEDED  NEW  BOOK 

How  to  Identify 

English  Drinking  Glasses 

&  Decanters,  1680-1830 

DOUGLAS  ASH 

The  second  book  in  a  series  whose  prototype  was  How  to 
Identify  Persian  Rugs  by  C.  DELABERE  may  (6th  Printing 
available,  16s.).  With  the  same  primary  purpose:  identi- 
fication. A  very  carefully  presented  and  fully  illustrated 
book.  Many  drawings  and  photographs.  JUST  OUT.  21s. 

FROM  ALL  GOOD  BOOKSHOPS 


WANTED:  Japanese  Paper  Stencils  (Pochoirs  or  Katagamii.  John 
Huston,  41  Sutter  Street,  San  Francisco,  Calif. 

BENEZIT.  8  volumes,  Dictionary  of  Painters,  Sculptors,  Engravers 
( 1949-1960).  Complete  standard  up-to-date  World  authority.  Now  very 
scarce.  Coloured  illustrations  (French  text).  The  Ceramic  Book  Com- 
pany, Newport,  Ivlon.,  Eng. 

Binders  for  your  Connoisseurs!  And  you  can  do  it  yourself  Three 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red  leather-cloth, 
with  rounded  corners,  the  name  The  Connoisseur  gold-blocked  on  the 
spine.  Price  each  16s.  6d.  (S2.39)  inclusive  of  postage,  packing  and 
insurance.  Extra  blocking  on  the  spine  for  dates  costs  an  additional  Is.  3d. 
(17  cents  )  per  binder.  Order  from  The  Belgrai  e  Library,  22  Armoury  Way. 
London,  S.W.I 8. 


CONNOISSEUR  REGISTER 

AMBITIOUS  SALESMAN  Required  to  sell  period  garden  ornaments 
and  architectural  pieces  on  a  commission  only  basis.  The  work  would  be 
of  varied"  and  outstanding  interest  and  remuneration  should  be  between 
£\,bQQ  and  /^3,000  per  annum  depending  upon  ability.  Box  No.  7215. 

Silver  Tea  'and  Coffee  Services,  Trays,  Waiters,  Dishes,  Spoons  and 
Forks,  Candlesticks,  Candelabra,  Antique  Jewellery,  and  17th  and  18th 
century  English  Clocks.  GARRARD  &  CO.  LTD.,  Crown  Jewellers,  are 
particularly  interested  to  purchase  and  offer  the  best  possible  prices. 
Send  pieces  to  1 12  Regent  Street,  London,  W.  1  or  we  will  gladly  arrange 
for  a  representative  to  call. 

WANTED:  Wells  &  Fargo  Bank  necessity  Gold  Coins — ingots  struck. 
Numismatic  Bank  of  Malta  Ltd.  Boston  21,  U.S.A. 

GEORGIAN  and  VICTORIAN  SILVER:  Collector  for  forty  years 
selling  tea  services,  trays,  kettles,  caddies,  writing  sets,  spoons,  ladles, 
baskets,  vinaigrets.  For  details  write — James  Smith,  1  Main  Street  East, 
Hamilton,  Canada. 

Any  book  on  Antiques — name  it — we'll  find  it  for  you,  in  any  language. 
Also  Art  books,  Americana,  books  on  Hobbies,  Crafts,  Collecting. 
ORSAY  BOOKS,  Dept.  C,  65-36  99th  Street,  Flushing  74,  New  York. 

DUNNING'S  ANTIQUES  purchase  and  offer  Ship  Figureheads,  Sun- 
dials, Globes,  Scientific  Instruments,  Earlv  Carvings,  Rushlight  Holders, 
Sandglasses.  Door  Furniture.  58  Holywell  Hill,  ST.  ALBANS.  51065. 

ANTIQUE  MAPS:  All  Counties  of  British  Isles.  Large  Stocks— Trade 
supplied.  .Apply  Harold  Finlinson,  The  Old  Mansion  House,  Truro, 
Cornwall. 

Chronometers,  deck  watches,  stopwatches  and  watch  spares  for 

Disposal  from  the  Unique  Collection  of  Chas.  Frank  Ltd.,  Saltmarket, 
Glasgow. 

FOR  SALE:  Italian  Harpsichord  signed  and  dated  1689.  19th  Century 
finest  reproductions  of  18th  Century  French  furniture:  Desks,  commodes, 
tables  signed  bv  Millet,  Durand,  Linck,  Perfect  condition.  Period 
boiseries  Louis  X\'  14  x  20  x  10,  Louis  X\'I  20  x  25  x  10.  Write: 
J. -P.  Saletes,  1440  Towers  Street,  Montreal,  Canada. 

WANTED  to  buy.  Paintings  by  William  A.  Walker,  or  W.A.W., 
Libraries,  Old  letters  with  Stamps,  Antique  Furniture,  China,  Silver, 
Old  coins,  American  Historical  paintings,  Netsukes.  Paperweights, 
Southern  items  always  wanted.  Schindlers  Antique  Shop,  200  King 
Street,  Charleston  5,  S.  Carolina.  U.S.A. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296). 

Well  known  RESTORER  OF  PORCELAIN,  contemplating  retire- 
ment, wishes  to  train  pupils  under  25.  Substantial  premium  required. 
Exceptional  career  for  artistic  talent.  Box  No.  7214. 

REED  ORGAN  WANTED  First  Class.  Estey  or  Mason  &  Hamlin. 
Leighton,  'Tangley  Cottage',  Wonersh,  Guildford. 

YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 

WORLD  WAR  II  Documentary  paintings,  drawings,  by  Joseph  Hirsch, 
Schreiber,  etc.,  also  old  large  wood  carved  eagle,  papier-mache  covered 
(needs  restoring),  Bronzes.  No  shipping.  Schickler,  1 159  Myrtle  Avenue, 
Brooklyn,  N.Y.  Glenmore  5-9281.  

OFFERS  WANTED:  Leader  R.  A.  Painting.  Measurements  23^  x  15^ 
Holmes,  98  Old  High  Street,  Grays,  Essex. 

HIGHLY  EXPERIENCED  SALESMAN— Buyer-Manager,  used  to 
negotiating  at  highest  level:  controlling  workshops;  specialising  in 
furnishings  of  the  Georgian  and  Regency  periods,  fully  conversant  with 
home  and  overseas  markets,  seeks  position  with  reputable  antique 
galleries.  Apply  Box  No.  7216.   

WANTED  bv  Private  Collector  OLD  AMERICAN  FL.AGS  (prior  to 
1870).  Write:' B.  Mastai,21  East  57th  Street,  New  York  22,  N.Y., U.S..A. 

Period  WATERCOLOUR  and  OIL  PAINTINGS  For  Sale.  Trade  and 
Overseas  buvers  we  Icomed.  Gallery,  326  Brighton  Road,  South  Croydon. 
Day  and  evening  appointments.  Telephone  \'IGilant  0934  (evenings). 
Open  all  day  Saturday. 


Register  advertisements  are  16  per  word,  minimum  £1  for  15  words,  which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE  CO.\.\^OISSEL  R,  I 
NEW  BURLIXG  TON  PLACE,  LONDON,  W.  1.  {Gerrard  8166) .  Addresses  or  Box  Numbers  must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any  sales  effected. 
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ii|»rrl»  Vaw  oI    I  Till   (!riilui\  Lrihl 
M'{  >  of  ,1  SIh'|>I|('im I  .iihI  Slirphrnlcss. 
^in.ilK   ill  (lir  ml  led  i<Mi  nl  II.K.II. 
|)uk('  ol   ^  ork  ill   ();illiiihl>  Piii'k. 


Shepherd  5'  3"  high 


Shepherdess  4'  I0|"  high 


T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD.) 
282  NORTH  END  ROAD.  FULHAM.  LONDON.  S.W.6 
Telephone:  FULham  1375-7     Cables:  Antiquity.  London 
Please  note:  We  c/o$e  1.0  p.m.  Saturdays 


Refectory  Tables 


An  oak  table  the  top  carved  on  solid  pedestals 
Length  J 5  ft.,  width  2  ft.  8  in.,  height  2  ft.  7  in 


width  3  ft.  9  in.,  height  2  ft.  6  in. 


in.. 


Length  19  ft.  8  .n.,  w.dth  2  ft.  3  in.,  height  2  ft.  6^  in 


M.  ADAMS-ACTON,  37  Palace  Gate,  Kensington,  London,  W.8 

Telephone:  Knightsbridge  9058 


V.  r\  r.iro  Chinese  Export  China 
wine  cooler,  polychrome  Mower 
ilecoration  outside,  goldt'isli 
inside,  d  r  j;  o  n  '  s  paw  i'c  e  t . 
2.1  lonp,  13  wide,  ilk  lugh. 
China,  K'anf;  Hsi  period. 

( >iir  Si'f/i 
iiimii'ifs.ir)' 
Iwk'lit 

.ii',iil,ihU- 
I'll  rti/iiisf. 


Stair  &  Company 

59  EAST  57th  STREET,  NEW  YORK  22    •    EL.  5-7620 

Member  of  New  York  Antique  and  Art  Dealfrs  Association 


Old  Etiglisli  l-iirnitiirc 
I\ircelain  and  Paintings 


OlJ   llU-r  'Jr 


MARCO  RICCI  (1676-1730) 
Landscape  with  Classical  Ruins  (7|  ■  11  i  in.) 
Pen,  brown  ink  and  grey  wash  over  black  chalk. 
From  the  J.  Skippe  collection. 
One  of  a  pair. 


150  East  61st  Street 

By  appointment 


New  York  21,  N.Y. 

PLaza  2-5164 


YEAKEL  &  FIELD 

1099  COAST  BLVD.  SOUTH,  LAGUNA  BEACH,  CALIF. 


Charles  II 
Silver  Jlal-top 
Tankard 
Hall  marked' A.R: 
1683 
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DUVEEN 


PAINTING 


Masterpieces  of 

SCULPTURE 


PORCELAIN 


FURNITURE  TAPESTRIES 

CiOTHIC       •        RENAISSANCF       •        EIGHTEENTH  CENTURY 


DUVEEN  BROTHERS  INC. 

18  EAST  79  STREET 


Venus  with  conch  shell.  Bronze,  school 
of  Hubert  Gcrhardt,  German,  cti.  1600. 


Ivory  Casket,  French,  XV  Century,  ex  coll. 
Bernheinier,  Munich.  7x6  inches. 


Glass  LebcnsaUcrlmmpen,  German  (Bohemian), 
end  XVI  Century.  Height  iih  inches. 


EDWARD  R.  LUBIN 


WORKS   or  ART 


17  East  64th  Street,  NEW  YORK  21,  N.Y. 

INC.  University  1-3649  Cables:  ARTWORKS 


Hispano-Moresque  Plate,  Valencian,  second 
half  XV  Century,  ex.  coll.  William  Randolph 
Hearst.  Diameter  17  inches. 


Ivory  Figure,  South  German  (Nurnbcrg), 
.school  of  Peter  Flotner,  ca.  1600.  Height 
5J  inches. 


Hispano-Moresgue  deep  Dish,  Valencian, 
ca.  1450.  ex  coll.  William  Randolph  Hearst. 
Diameter  18  inches. 
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NEWHOUSE 
GALLERIES 


1  SI  AKI  isill  I)  1878 


FlNl  PAINTINGS 


MAKtO  Rice  I 

IbTb  1729 
14$  \  12  incht  s 


FAST  ^lih  STREET,  NEW  YORK 
N.Y. 


Wakefield-Scearce  Galleries 

Old  Science  Hill  Chapel,  Shelbvville,  Keutucky 

(on  f/ic  rnfliri  roail  (I  .5.60)  bvtueen  l.ouist  illv  and  Lexington) 
Telephone:  (Area  Code  502)  ME.  3-4382 


Direct  Importers 
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CENTRAL  PICTURE 
GALLERIES 


OSKAR  KLEIN 


ALBERT  BOUTS 

1455-1549 

Oil  on  pan?l 
24  X  ish  inches 

Collection:  Flesch  (Malniaisoii) 
Collection:  Baron  Bernonvillc,  Paris,  1886 


624  MADISON  AVENUE 
NEW  YORK  22 

TEL.  EL  5-6564 


pier  re  matisse  gallery 

Exvlusive  Regtreseniative  of 

Buli  hu  s 

If f f c  Ever 

Rivera 

U ir  o 

Le  C €Pr  busier 

R  i  o  ji  e  lie 

Sa  ura 

M  ill  are  s 

Builer 

m  ar  ini 

Giacotnetti 

R  o  s  2  a  k 

41  East  57th  Street,  New  York  22,  N.Y. 

ALBERTO 
GIACOMETTI 


Oil  on  canvas 
13x7  inches 


Collection  of 
Hedy  Lamarr 


WmmW  GALLERIES  Inc. 

51  East  57th  Street       New  York  22  N.Y. 
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THE  LOUIS  XV  SALON 

One  of  throe  panollod  aud  decorated  rooms 
from  Mar(iuis  de  La  Fayette's  Paris  townhouse 


FR1:NC  II  Aw  (  OMl^ANV  inc  . 

MADiJso.N  AN  i:ni  i:  at  Tr>Tii  sTKi:in',  ni<:\v  vokk 

Paintinf/s  •  Furniture  •  Sculpture  •  Ant iqur  and  Modern  Tap- 
estries •  Works  of  Art  •  Panelled  lioonis  •  Interior  Decoration 


IStli  CENTURY 
CABINET 


A  very  early  IStli  century  Englisk  catinet  on 
a  stand,  lacquered  in  Llacl-J  and  decorated 
witli  emtossed  gold  in  tlie  Cliinoisserie  manner. 
Doors  are  decorated  on  totk  sides,  opening 
to  reveal  a  set  of  ten  drawers,  eack  painted 
witk  a  different  picture. 

68  Indies  high,  38/2  inches  wiJe,  20  inches  Jeep. 


B.  Mank  eim 
Galleries 

409  ROYAL  STREET,  NEW  ORLEANS  12 


4- 


Extremely  rare  English  i8th  century  Chippendale 
Palladian  Mahogany  Birdcage,  circa  1750. 

Superb  quality,  original  condition.  Mounted  on 
modern  Chippendale  stand,  overall  height  approx. 
7  ft.  4  in. 


^Cfftd  TinlimiteJl 

1181    LEXINGTON  AVENUE 
New    York    28,    New  York 
Telephone:    RH  4-9028 

— a  shop  of  distinction  which  offers  treasures 
and  trivia,  old  and  new,  to  provide  funds  for 
the  Treatment  Center  of  The  New  York 
Psychoanalytic  Institute. 
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A8  i:xiiiniTi:i)      oi^i:  sali:  at  tin: 


PARKK-BERNET  GALLERIES  •  Inc 


regarding  the  disposal  of  art  and  literary  property  in  the  world's  richest  market.  Rates  flexibl-.  Address 
PARKE-BERNET  GALLERIES,  Ine  •  980  Mad  ison  Avenue  •  IVew  Vopk 

or  our  European  Representative  EMIL  HARTMANN  •  Limmatstrasse  285,  Zurich 
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iiiiHU'n-:  \o  nil  HKinsii  anik,)ui,  di.ai.ik  2h 


The  doors  to  this  Hepplewhite  period,  c.  1780,  harewood  bonheur  du  jour,  with  floral  marquetry  inlay,  enclose  drawers  and 
partitions,  the  whole  supported  on  a  stand  with  fitted  writing  drawer  in  the  frieze  and  cabriole  legs,  in  the  French  taste.  It  has 
been  acquired,  with  a  contribution  from  the  vendors,  from  Messrs.  Phillips  &  Rixson  Ltd.,  of  31  Old  Brompton  Road,  London, 
S.W.7,  by  the  Victoria  &  Albert  Museum. 


Each  inoiitli  ''The  Connoisseur'  ilhistrates  mi  important  work  of  art  which  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 
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rhe  Winthrop  Clocks 

efly  musical  and  regulator,  in  the  Fogg  Museum  of  Art 


Professor  R.  H.  (iravcson,  Heitn  of  I'liirersity  of  l.ouJon,  Kin\>^!!  (^ollc{>c 


THE  Fogg  MiiNOuni  of  Art  of  Harvard  University  lias 
several  enviable  elaims  [o  distiiKtii>n.  By  no  means  the 
cast  signiticant  oi  tliein.  though  probably  the  least  known,  is  the 
:olleetion  ot  torty-eight  eloeks  ot  various  types,  dates  and  origins 
;oriuing  part  ot  the  nuinihcent  Winthrop  Bequest  which  came  to 
:he  Museum  in  1943.  Their  signihcance  lies  less  in  the  size  of  the 
:ollection  (though  this  is  not  to  be  ignored)  than  in  the  theme 
iround  which  it  has  been  tormed  and  the  tact  that  it  includes  two 
u  three  clocks  ot  importance  in  the  international  world  of  art. 

CJrenville  Lindall  Winthrop'  was  born  in  1S64,  gratluated  A.B. 
Tom  Harvard  in  iSSC)  and  LL.B.  three  vears  later,  and  died  in 
1943.  He  practised  law  by  necessity  and  art  by  choice.  Over  the 
^  ears  he  established  a  distinguished  reputation  tor  discriminating 
:onnoisseurship  which  is  manifest,  like  Wren's  monument, 
kvherever  one  turns  in  the  Fogg  Museum  ot  Art.  For  in  his  death 
le  achieved  the  ambition  ot  his  lite;  to  bequeath  to  his  University 
ui  immortal  heritage  of  beauty.  Like  his  lineal  ancestor,  Governor 
Winthrop.  he  may  have  been  conscious  of  the  special  place  of 
Harvard  in  the  Constitution  of  the  Commonwealth  of  Massachu- 
setts. Certainly  its  deepest  welfare  had  a  special  place  in  his  heart. 

It  was,  perhaps,  an  appropriate  coincidence  in  the  curious 
^ame  ot  history  that  led  a  visiting  English  professor  at  the  Har- 
vard Law  School  to  undertake  a  survey  of  what  I  now  call  the 
Winthrop  Clocks.  It  is  a  real  pleasure  at  the  outset  to  record 
warm  appreciation  to  the  Director  of  the  Museum,  John  P. 
Coolidge,  tor  his  demonstration  of  faith  in  another  lawyer's 
reactions  to  art;  to  his  Registrar,  Elisabeth  Strassmann,  for  her 
most  willing  and  helpful  co-operation  in  making  the  survey ;  and 
CO  the  Museum  s  photographers,  James  K.  Ufford  and  James 
West,  for  all  the  illustrations  here  presented.  Obviously  an 
article  cannot  be  a  survev;  but  it  is  hoped,  at  least,  to  draw 
attention  to  the  existence  of  this  important  collection  and  to 
illustrate  a  few  of  the  outstanding  examples  in  it.  Those  who 
wish  for  more  must  follow^  the  writer's  steps  through  the  open 
doors  of  the  Museum. 

Musical  Clocks 

Although  the  collection  contains  several  French  clocks,  its 

'  For  f^ictu.il  information  on  Mr.  Winthrop  I  am  indebted  to  the  author  of  his 
biographical  note  in  The  Bulletin  of  the  Fogg  Museum  of  Art  X  (No.  2). 


I.  Dial  of  musical  clock,  by  J.  A.  Lambman,  Brussels. 


chief  specialization  lies  in  two  other  directions :  musical  clocks, 
especially  Dutch  and  Flemish;  and  English  regulator  clocks.  Of 
these  the  first  is  the  dominant  theme.  Mr.  Winthrop's  biographer 
records  his  oft-repeated  statement,  that  to  qualify  for  a  place  in 
his  collection,  an  object  'must  have  music  in  it'.  In  a  letter  of 
2nd  April,  1939,  he  remarked:  'We  beheve  that  objects  sought 


eating  clock,  by  Daniel  Quare,  London. 
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2.  Tortoiseshell  and  silver  musical  clock,  by  John  Thwaites  and  Hester 
Bateman. 


for  the  collection  must  possess  music,  poetry,  rhythm — that  is  to 
say  Beauty'.-  So  far  as  concerned  his  clocks  Mr.  Winthrop 
applied  this  test  literally.  He  acquired  three  fme  mid-eighteenth- 
century  Dutch  walnut  longcase  clocks,  each  between  nine  and 
ten  feet  tall.  The  first,  by  Jean  van  Ceulc  the  Younger,  of  The 
Hague,  has  trains  for  striking,  chiming  and  playing  a  selection  of 
six  tunes  on  twelve  bells.  A  second,  by  Otto  van  Meurs  of 
Amsterdam,  also  shows  days  of  the  week,  the  month  and  phases 
of  the  moon.  A  rather  similar  clock  bears  the  name  of  Gr.  von 
Vert  Loo,  of  Amsterdam,  probably  dating  from  1760.  These 
great  clocks  are  architectural  and  not  merely  mechanical 
achievements,  but  their  size  makes  photography  difficult  in 
ordinary  rooms.  Accordingly  only  the  dial  is  illustrated  in  No.  i. 
It  is  14  by  inches  and  is  part  of  an  elaborate  musical  clock  by 
J.  A.  Lambman  of  Brussels.  The  clock  plays  a  variety  of  tunes  on 
eighteen  bells,  strikes  on  two  bells,  has  alarm  mechanism 
operating  on  a  separate  bell  and,  as  may  be  seen,  has  a  centre  dial 

2  Cited  in  The  Bulletin  oj  the  Fogg  Museum  of  Art  X  (N^  .  2,  November,  1953). 
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3.  4  &  5-  Regulator  timepiece  in  walnut  case,  by  George  Graham,  London, 


SO  bursting  with  intorniatioii  o{  doubtful  value  that  the  primary 
purpose  ot  the  clock,  namely  to  show  the  time,  is  virtually 
obscured.  Until  more  complete  and  accurate  records  of  Dutch 
and  Flemish  makers  become  available  we  must  place  this  clock 
about  the  middle  ot  the  eighteenth  century. 

More  modest  in  size  but  within  the  same  theme  are  two 
English  musical  bracket  clocks  of  the  late  eighteenth  century. 
First  comes  a  three  train  movement,  repeating  the  hours  and 
playing  six  tunes,  by  George  Margetts,  London  (C.C.  1779), 
whom  Britten  calls  'a  celebrated  maker'.  This  attractive  clock,  26 
inches  tall,  is  contained  in  an  eboniscd  rococo  case  with  good 
ormolu  mounts,  side  frets  and  finials.  The  second  and  last  of  the 
musical  clocks  is  one  of  the  treasures  of  the  collection  (No.  2). 
On  its  main  dial  are  two  signatures:  John  Thwaites  Clockniaker 
and  Hester  Batentan  Silversmith.  ]ohn  Thwaites  (C.C.  1780)  was 
three  times  Master  of  the  Clockmakers'  Company,  in  18 15,  18 19 
and  1820.  Hester  Bateman,  it  may  safely  be  said,  needs  no  intro- 
duction. 

The  clock  resulting  from  this  distinguished  collaboration 


4  5 


also  its  dial  and  movement. 


Strikes,  chimes  and  plays  four  tunes.  The  striking  and  chiming 
trains  are  wound  through  the  striking  bell  placed  vertically  on 
the  back  plate.  The  latter  is  engraved  in  contemporary  style.  The 
case,  as  will  be  seen,  is  somewhat  in  the  French  fashion,  but  with 
certain  typical  English  features  such  as  the  Adam  urn  finial  on 
the  top.  While  the  body  of  the  case  is  a  red-brown  tortoiseshell, 
all  the  mounts  and  frets  are  in  silver  of  beautiful  w'orkmanship.  It 
is  recorded  that  the  entire  face  of  the  clock,  bearing  the  main  and 
two  subsidiary  dials,  is  also  of  silver.  The  white  enamelled  dials 
are  drawn  with  great  refinement,  while  the  rest  of  the  face  is 
enamelled  with  a  flower  pattern  in  gold,  blue  and  green.  The 
clock  stands  just  over  fifteen  inches  tall.  Whether  or  not  unique, 
it  must  be  very  rare:  what  is  even  more  important  is  its  outstand- 
ing quality  as  a  work  of  art. 

Regulator  Timepieces 

Of  the  four  regulator  timepieces  in  the  Winthrop  Collection 
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two  arc  late  cightccnth-ccntiiry  workmanship  of  Isaac  Rogers, 
Loiulon  (C.C.  1776).  They  arc  good  eight-day  timepieces  with 
mercury  pendulums,  but  otherwise  call  for  no  special  comment. 
More  striking  because  of  its  slender  mahogany  lute  shaped  case 
is  an  eight-day  regulator  of  the  same  period  with  6  inch  circular 
dial  by  John  May,  Southampton.  Of  quite  exceptional  interest, 
however,  is  the  regulator  timepiece  by  George  Graham  (C.C. 
1695)  illustrated  in  Nos.  3,  4  and  5.  Apart  from  the  modest 
requirement  of  a  restoration  to  the  dial,  this  timepiece  is  in 
splendid  condition.  Both  case  and  movement  are  of  very  fine 
quality.  The  dial  in  the  arch  regulates  the  length  of  the  pendulum 
by  means  of  an  eccentric  wheel  (No.  5).  Separate  dials  are  pro- 
vided for  hours,  minutes  and  seconds  in  order  to  eliminate  the 
friction  of  one  hand  on  another  (No.  4).  Yet  perhaps  the  most 
interesting  feature  of  this  piece,  and  one  which  may  make  it 
historic,  is  the  dead-beat  escapement  which  it  embodies.  As  is 
well  known,  this  improved  escapement  was  Graham's  invention; 
and  it  may  well  be  that  this  regulator,  austere  in  its  total  lack  of 
normal  decoration  such  as  pierced  hands  and  engraved  spandrels, 
and  probably  made  for  his  own  use  in  his  workshop,  was  the 
prototype  of  his  great  discovery.  The  large,  bold,  simple  script 
of  Graham  London  across  the  very  centre  of  the  dial  marks  the 
pride  of  the  maker  in  his  creation. 

Small  Longcase  Clocks 

An  attractive  feature  of  the  Wmthrop  Collection  is  its  small 
longcase  clocks;  those,  in  fact,  which  are  less  than  six  feet  tall. 
The  Museum  possesses  two  of  these,  both  English  clocks  of  the 
mid-eighteenth  century.  That  by  John  Monkhouse  is  in  a 
decorated  mahogany  case,  5  feet  7  inches  high.  The  eight-day 
movement  strikes  both  hours  and  quarters.  A  somewhat  earlier 
clock  by  John  Seymour  (C.C.  1744)  is  illustrated  (No.  6) 
because  of  its  remarkably  fine  mahogany  case  in  the  so-called 
Chinese  Chippendale  style.  While  the  four  freestanding 
Corinthian  columns  supporting  a  Chinese  pagoda  roof  may 
strain  one's  credulity,  the  proportions,  choice  of  wood  and 
quality  of  execution  of  this  case,  which  is  only  5  feet  8  inches  tall, 
command  one's  ungrudging  admiration.  Relatively  the  move- 
ment has  little  interest  beyond  the  fact  of  its  small  size,  being  that 
of  a  conventional  eight-day  striking  clock. 

Of  interest  in  a  somewhat  different  way  is  an  eighteenth- 
century  country-made  English  clock  by  Richard  Watkins.  The 
unusual  proportions  of  the  case  may  be  judged  from  its  height  of 
6  feet  8  inches  and  a  width  at  its  waist  of  7I  inches.  The  dial  is 
6  by  8|  inches.  The  clock  has  an  eight-day  movement  with 
striking  train  and  a  centre  alarm  dial.  The  narrow  case,  only  just 
wide  enough  for  the  fall  of  the  weights,  is  made  possible  by  the 
use  of  the  half-second  bob  pendulum.  It  is  interesting  to  find  an 
example  of  the  use  of  this  type  of  pendulum  in  a  longcase  clock  a 
century  after  the  introduction  of  the  anchor  escapement  and  the 
one-second  pendulum. 

Bracket  Clocks 

Of  the  spring-driven  or  bracket  clocks  in  the  Winthrop 
Collection,  two  are  particularly  good.  Firstly  (see  frontispiece)  a 
fine  clock  bearing  all  the  marks  of  Daniel  Quare  (C.C.  1671)  in 
his  maturity,  just  after  the  turn  of  the  century.  The  eight-day 
movement  has  striking,  with  repeating  work  on  six  bells,  but 
unfortunately  it  has  been  converted  to  anchor  escapement.  As 
may  be  judged  from  the  detail  seen  in  the  illustration,  there  is  an 


unmistakable  quality  in  the  precision  and  sharpness  of  the  dials 
and  the  fineness  of  the  hands.  The  ebonised  case  is  21  inches  tall. 
Its  publication  in  colour  may  help  to  convey  some  impression  of 
the  splendour  of  gold,  silver  and  black  which  this  clock  might 
have  displayed  in  its  contemporary  candle-lit  settings. 

The  flattened  arch  of  the  clock  pictured  in  No.  7  almost 
inevitably  spells  the  name  of  John  Ellicott  (C.C.  1696).  This  very 
attractive  bracket  clock  in  a  well-proportioned  walnut  case  com- 
bines the  charm  of  English  early  Georgian  furniture  with  the 
quality  of  fine  clockmanship.  It  is  interesting  to  note  how  the 
general  decorative  theme  of  the  spandrels  is  repeated  in  the 
carved  gilt  wooden  cresting  of  the  clock.  With  measurements  of 
23  by  15  inches  and  a  dial  10  by  12  inches,  this  clock  is  unusually 
large  for  a  simple  eight-day  striking  movement.  One  curious 
effect  of  the  size  of  the  dial  is  to  make  the  winding  holes  appear 
unduly  close  together. 

The  other  English  bracket  clocks  in  the  collection  include 
examples  of  various  styles  rather  than  of  inherent  individual 
interest.  One  recurring  feature,  however,  which  recalls  Mr. 
Winthrop's  required  attribute  of  music,  is  the  chiming  or  repeat- 
ing train  possessed  by  most  of  these  clocks.  Of  this  kind  are  the 
examples  by  Aylmer  Stoppes  [c.  1740),  a  chiming  clock  in  a  black 
case;  and  John  Goodfriend  (c.  1750),  whose  eight-day  clock  with 
repeating  action  on  six  bells  is  contained  in  an  unusual  green 
lacquered  case,  2i|  inches  high.  From  the  second  half  of  the 
eighteenth  century  come  clocks  by  John  Taylor  and  Waller 
Barry.  The  former  made  a  fine  eight-day  movement  with 
striking  and  chiming  trains  and  finely  pierced  hands,  the  whole  in 
an  inlaid  satinwood  case  with  bronze  mounts;  while  the  example 
by  Barry  is  a  thoroughly  satisfactory  and  representative  eight-day 
striking  clock  in  a  good  mahogany  veneered  case  with  gilt  metal 
decorations.  For  a  museum  collection  the  representative  as  well 
as  the  exceptional  has  an  important  function :  both  tasks  are  well 
performed  by  the  Winthrop  clocks. 

Longcase  Clocks 

Of  the  many  good  longcase  clocks  other  than  those  already 
mentioned,  the  finest  is  here  illustrated :  an  eight-day  clock  in  a 
walnut  marquetry  case  by  John  Knibb  of  Oxford  (No.  8). 
Dating  from  about  1690,  this  7  foot  5  inch  high  case  is  inlaid  with 
panels  of  flowers,  baskets  and  sprays  in  coloured  woods.  The 
base  is  unusually  tall  and  notable  for  giving  a  particularly  slender 
appearance  to  the  whole  clock.  The  hands  are  of  fine  quality  and 
typical  Knibb  pattern.  Of  similar  date  is  a  marquetry  clock  by 
another  fine  maker:  Christopher  Gould  (C.C.  1682).  It  is  a  mis- 
fortune that  the  original  hour  hand  of  this  clock  appears  to  have 
been  lost;  the  present  hand  is  considered  to  be  a  replacement. 
From  the  end  of  the  seventeenth  century  comes  an  eight-day 
clock  in  a  walnut  veneered  case  by  John  May,  London  (C.C. 
1692).  This  interesting  clock  has  a  central  alarm  dial  and  a  finely 
carved  cresting  to  its  hood,  the  only  example  of  its  kind  in  the 
collection  and  a  type  which  is  becoming  increasingly  rare.  The 
early  years  of  the  next  century  provide  two  specimens  in  good 
walnut  marquetry  cases:  one  by  Richard  Penny  (C.C.  1695), 
and  the  other  by  John  Hammer.  From  the  late  eighteenth  century 
come  several  examples  of  English  longcase  clocks,  none  of  which 
calls  for  special  comment.  - 

French  Clocks 

French  clocks  in  the  Winthrop  Collection  reflect  the  same 
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discriminating  taste  already  observed  in  the  Dutch  and  Enghsh 
examples.  But  in  reference  to  the  French  productions  Mr. 
Winthrop  seems  to  have  been  more  tempted  by  sets  of  three, 
such  as  {garnitures  dc  clieiiiiiice,  than  by  the  theme  of  music.  The 
finest  of  such  suites  is  a  large  group  for  hanging  on  a  wall,  and 
made  bv  Robert  Robin  (1742- 1809),  clockmaker  to  Louis  XVI. 
The  clock  has  a  circular  white  enamelled  dial,  loh  inches  in 
diameter,  and  well  designed  hands.  It  is  surmounted  by  a  thermo- 
meter, the  whole  being  contained  in  a  lyre  shaped  carved  wood 
frame  supported  by  two  winged  figures  in  carved  and  gilded 
wood.  The  second  item  is  a  barometer  with  a  dial  of  correspond- 
ing size  and  style  to  that  of  the  clock ;  though  the  face  of  the 
barometer  bears  no  signature,  the  similarity  of  workmanship  to 
that  of  the  clock  strongly  indicates  the  hand  of  Robin.  Its  case  is 
substantially  like  that  of  the  clock:  for  both  items  the  case  is  5  feet 


tall  by  2  feet  7  inches  wide.  The  suite  is  completed  by  a  rectangu- 
lar mirror  in  a  carved  and  gilded  wood  frame  in  the  Chinese 
taste,  5  feet  tall  by  3  feet  6  inches  wide.  The  slightly  scrolled 
oblong  frame  is  supported  on  triangular  columns  with  capitals  of 
leaves,  the  open  pediment  being  flanked  by  scrolls,  flowers  and 
fruit  and  terminating  in  small  pagodas.  The  whole  group  is  a 
happy  reflection  of  the  time  of  Louis  XVI.  Good  examples  of  the 
work  of  this  maker  are  also  in  the  Victoria  and  Albert  Museum 
and,  as  one  would  expect,  in  the  Wallace  Collection. 

A  more  modest  suite  for  a  mantel  consists  of  a  clock  with 
matching  stand  and  candlesticks  from  the  hand  of  JuHen  Lerov 
(1686-1759),  another  royal  clockmaker  of  high  repute.  The  clock 
is  in  an  ormolu  case,  15^  by  io|  inches,  standing  on  six  feet, 
and  has  a  5  inch  circular  white  enamelled  dial.  A  similar  late 
eighteenth-century  group  by  A.  Beurdeley  Fils,  Paris,  consists  of 
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9,  10  &  II.  Silver  and  gilt  travelling  alarm  clock,  by  John  Paulet,  London. 


an  attractive  clock  of  smaller  proportions  with  a  circular  white 
dial  and  very  good  hands,  the  case  with  two  classical  figures  on 
an  ormolu  base.  The  two  three-light  candelabra,  20  inches  high, 
on  similar  bases,  are  supported  by  allegorical  figures.  Other 
items  in  this  part  of  the  collection  include  eighteenth-century 
mantel  clocks  by  Hoguet  of  Paris  and  J.  F.  de  Belle. 

Paulet's  Travelling  Clock 

Two  of  the  most  outstanding  Winthrop  clocks  refuse  to  be 
fitted  into  any  of  the  groups  already  mentioned.  Nos.  9,  10  and 
1 1  show  a  magnificent  travelling  clock  by  John  Paulet,  London 
(C.C.  1703),  of  about  the  year  1710.  Excluding  the  carrying 
handle  (i^  inches),  this  remarkable  clock  is  only  6|  inches  high 
and  3f  inches  wide. 

The  case  and  'Indian'  mask  spandrels  are  in  gilt  metal,  as  are  the 
finely  pierced  and  engraved  frets  on  the  sides  and  arched  top  of 
the  clock.  The  face  and  back-plate  are  of  silver.  The  skeleton  dial 
is  surrounded  by  the  usual  five-minute  figures,  which  appear 
disproportionately  large  until  one  takes  into  account  the  purpose 


and  overall  size  of  this  little  clock.  There  is  a  central  alarm  dial. 
The  rear  view  of  the  clock  (No.  11)  illustrates  the  finely  pierced  I 
and  carved  back-plate,  showing  the  balance  cock  surmounted  by 
an  oval  cartouche  which  bears  the  maker's  signature. 

This  very  clock  (or  an  identical  one,  which  is  improbable)  is 
illustrated  in  Britten,  Old  Clocks  and  Watches  and  their  Makers  (2nd  i 
edition  (1904),  p.  516).  Britten  describes  it  as  of  a  rare  type.  We  ' 
may  well  leave  his  description  to  add  to  the  details  already  given, 
for  he  continues  (pp.  5 10-5 11):  'But  little  is  known  of  Paulet  \ 
except  that  a  watch  by  him  is  at  the  South  Kensington  Museum 
and  that  in  1730  he  worked  for  Ellicott,  though  by  his  name  he 
was  probably  of  French  descent.  The  gilt  metal  work  of  the  case  I 
of  this  clock  is  finely  pierced  and  carved,  arabesques  and  faces 
being  executed  in  a  style  not  usual  at  this  period  on  clock  cases  of 
English  manufacture.  The  dial  and  back-plates  are  covered  with  j 
open  lace  work  of  hammered  silver.  Besides  repeating  the  hours  j; 
and  quarters,  the  clock  is  provided  with  an  alarum,  and  in  a  h 
semicircle  occupying  the  arch  of  the  dial  the  day  of  the  month  is  [j 
indicated.  It  belongs  to  Mr.  Schloss.'  k 

It  has  not  been  possible  to  determine  how  this  clock  came  into  fij 
Mr.  Winthrop's  possession,  but  it  is  possible  that  he  bought  it  y 
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personally,  or  through  a  dealer,  when  the  Schloss  Collection  was 
dispersed.  The  only  instance  known  to  the  present  writer  of  the 
sale  of  a  similar  clock  by  this  maker  is  recorded  in  Antiquarian 
Howlo<^Y  (^^'-  P-  -0'  March  T954),  reporting  the  sale  at 
Christie's  on  10th  December,  1953,  of  a  'Rare  early  i8th  century 
English  silver  travelling  alarm  clock  by  Paulet,  London,  9  inches 
high,  £,997.  ICS.'  The  Winthrop  clock  is  an  inch  smaller,  and 
perhaps  inversely  more  valuable. 

Fromanteel's  Wall  Clock 

The  last  clock  to  be  considered  is  one  by  Ahaseurus  Fromanteel 
(C.C.  1663).  It  is  not  only  the  earliest,  but  also  perhaps  the  finest 
and  most  interesting  in  the  whole  collection.  Nos.  12,  13  and  14 
show  the  principal  features  of  this  clock,  which  dates  from  the 
decade  1660- 1670. 

The  ugly  proportions  of  the  case,  strikingly  apparent  from 
No.  12,  derive  from  the  fact  that  the  clock  was  originally 
designed  to  hang  on  a  wall.  The  fittings  for  this  purpose  still 
remain  at  the  back  of  the  hood.  As  longcase  clocks  grew  in 


popularity  after  1670  a  trunk  and  base  were  added  so  that,  and 
reminiscent  of  the  Cheshire  Cat  in  Alice,  the  fine  qualir\-  hood 
should  no  longer  remain  a  face  without  a  body.  The  workman- 
ship of  the  trunk  is  much  inferior  to  that  of  the  hood;  the 
difference  being  easily  discernible  on  the  clock.  When  these 
additions  were  made  in  order  to  meet  the  new  fashion  there  were 
probably  few  precedents  to  show  the  satisfying  proportions  of 
hood,  waist  and  base  which  were  achieved  in  the  decade  1670- 
1680.  Such  precedents  as  existed  when  this  conversion  probably 
took  place  were  of  weight  clocks  with  bob  pendulums  and  eight 
inch  square  dials  by  East  and  Fromanteel,  in  which  only  shght 
variation  in  width  was  possible  between  the  various  parts  of  the 
case.  And  while  the  absence  of  precedent  cannot  justify  the 
perpetuation  of  ugliness,  at  least  it  goes  some  way  towards 
explaining  it. 

The  ebonised  hood  of  the  clock  is  set  off  by  attractive  gilt- 
metal  mountings  and  surmounted  by  a  glass-fronted  tower,  itself 
supported  by  carved  scrolls.  This  tower  contains  a  sphere  showing 
the  phases  of  the  moon  and  two  horizontal  calendar  rings  which 
indicate  the  passing  of  lunar  and  calendar  months.  In  its  turn  the 
tower  is  surmounted  by  a  model  of  a  pineapple  in  gilt-metal; 
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while  at  each  side  of  the  roof  of  the  hood  is  a  gilt-metal  figure  of 
a  boy,  one  holding  a  lizard  and  the  other  a  fish.*  The  present 
height  of  the  clock  is  6  feet  3  inches,  to  which  should  be  added 
I  foot  I J  inches  for  the  tower  and  approximately  6  inches  for 
the  pineapple  finial. 

The  II J  inches  square  dial  (No.  13)  is  unusually  large  for  such 
an  early  clock.  It  is  a  classic  lesson  in  the  beauty  of  contrasting 
plainness  and  decoration.  The  centre  of  the  dial  is  notable  in 
being  burnished,  not  matted,  as  is  usual.  The  gilt-metal  pierced 

*  These  figures  ivere  not  in  position  when  the  clock  was  photographed. 


12,  1.1  <V  14.  Throo  train  limfpicrt',  by  Alia<icurii«  l-rc)r»ia»i»»'fl, 
(>ri({itiall)'  a  wall  clock  but  converted  to  a  loii^case  exaiii|>le,  aNo 
showing  the  dial  and  front  plate,  and,  just  discernible  on  t>ic  lop 
liori/.ontal  connected  bar  in  Nit.  14,  the  maker's  si^^nature. 


central  rosette  and  cherub's  head  spandrels  arc  of  very  fine 
quality,  while  the  excellent  carved  hands  are  of  silver,  hitercsting 
features  ni  the  design  of  the  chapter  ring  are  the  small  Roman 
numerals  in  circles,  and  the  marking  of  alternate  quarter  hours  in 
black  on  the  inside  edge  of  the  ring.  The  three  winding  holes  arc 
closed  by  shutters  connected  with  maintaining  power  for  the 
going  train. 

The  three-train  movement  can  be  seen  in  No.  14.  As  will  be 
observed  in  No.  13,  the  front  plate  of  the  movement  is  in  three 
sections,  so  that  any  one  of  the  three  trains  for  going,  striking  and 
chiming  may  be  separately  dismantled.  The  latched  plates,  just 


visible  in  the  ilhistration,  add  another  touch  of  refinement  to  a 
splendid  clock.  A  signature  appears  on  one  of  the  unusual  square 
pillars,  which  join  the  back  and  front  plates  of  the  movement 
(No.  14),  and  carries  the  words  A.  FwniaiitccI  Loiidiiii. 

Much  more  could  be  said  of  this,  as  ()f  several  of  the  Winthrop 
clocks,  than  space  here  allows.  One  slight  mystery  must,  how- 
ever be  mentioned.  Is  this  the  Fromanteel  clock  that  was  illust- 
rated by  Britten  in  the  2nd  Edition  of  his  Old  Clocks  aud  Watches 
and  their  Makers  (Fig.  436,  p.  300),  or  is  it  perhaps  a  twin? 
Britten,  expressing  indebtedness  to  a  Mr.  Thomas  Wyatt 
(presumably  the  owner  in  1904),  describes  the  clock  as  follows 
(pp.  300-301) :  'The  dial  is  of  brass  with  a  silvered  band  to  contain 
the  hour  numerals,  which  are  very  small  and  formed  each  within 
a  ring.  The  original  hand  is  missing.  There  are  three  bells  and 
five  hammers,  the  hours  and  first,  second  and  third  quarters  being 
sounded.  The  movement  is  well  made,  with  three  trains,  the 
back  plate  in  one  piece,  the  front  arbors  carried  in  three  separate 
strips  so  that  any  of  the  trains  may  be  removed  separately.  The 
pillars  arc  square,  and  on  one  is  engraved  the  name  of  the  maker 
as  quoted;  the  plates  are  fastened  by  hooks  which  fit  into  slots 
cut  in  the  pillars.  Below  the  moon  arc  silvered  rotating  discs  with 
figures  on  the  edges  to  indicate  the  ages  of  the  lunar  and  the 
calendar  months.  This  was  a  longcase  clock  when  I  saw  it,  but 
examination  showed  that  the  lower  part  was  a  later  addition.  All 
that  was  original  of  the  case  is  given  in  the  engraving.'  (Fig.  436.) 

The  points  of  difference  are  that  the  clock  in  Britten's  illustra- 
tion has  no  hands  and  either  has  no  shutters  over  the  winding 
holes,  or  they  were  open  when  the  picture  was  taken.  Further- 
more, the  Winthrop  clock  apparently  has  one  bell  more;  while 
Britten  makes  no  mention  of  the  pineapple  ornament.  His 
photograph,  however,  includes  the  two  figures  of  boys.  It  is 
much  easier  to  account  for  the  differences  than  the  resemblances; 
for  the  latter,  extensive  and  important  as  they  are,  arc  not  merely 
similar  but  identical.  Apart  from  this  consideration,  it  would  be 
surprising  to  discover  two  identical  clocks  of  this  qualitv  bv  a 
maker  of  the  eminence  and  period  of  Ahaseurus  Fromanteel.  In 
my  view  there  exists  one  clock,  not  two.  We  have  already 
traced  the  Paulet  travelling  clock  from  Britten's  book  to  Win- 
throp's  home.  Is  it  not  possible,  we  may  well  ask,  that  Mr. 
Winthrop  used  Mr.  Britten's  excellent  book  as  a  guide  to  his 
purchases  on  more  than  one  occasion? 
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The  Kelby  Font  Bowl 


p.  C.  Hawker  (Custos  of  Lincoln  Cathedral  Treasury) 


A  Lincolnshire  churchwarden 
discloses  a  rare  item  of 
German  silver:  and  further 
pieces  are  identified  in 
Hamburg  and  Copenhagen 
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ST.  ANnKl'W'S  C  luii  i  li.  Krlln  ,  I  iiu  olnsliii  c.  is  soiiir  tour 
miU'S  lUM  tli-iMst  ot  ( ii  .mtli.iin  station.  \  li.iiiiK  t  is  so  sin.ill 
tli.u  it  is  not  sc}\u.>tcl\-  listc-il  iii  tlu-  ti-iisus  hut  is  iiKliulcd 
svitli  tlic  larger  village  ot  I  IcviKnir  (total  popiilation  331). 
Eii  losiastuallv.  Kclltv  is  imitctl  with  Wilstorcl. 

0\\  a  visit  in  u)fH)  to  the  Vicar  ot  WilstiMil.  I  u.is  tolil 
:liat  the  cluirchw  .11  lien  at  Kelhy  had  tlu-  t  luiii  h  tout  howl 
Nos.  1  2)  that  was  prohahly  Victorian  and  certainly  not 
lilver.  1  was  much  interested  and  at  once  arranged  a  visit. 

The  tout  hmvl  was  clearlv  silver  and  ohviously  (lerinan. 
\t  the  tirst  pitssihle  opportunit\  I  took  it  to  Mr.  C.  C^. 
r)tnan  ot  the  Victoria  t'v  Alhert  Museum  who  identified  it 
IS  the  work  ot  I  leinrich  Friederichs  ot  Hamburg  who 
^•orked  trom  162S-16S4.  The  only  piece  by  this  crattsman 
;nown  to  Mr.  Oman  was  a  spoon  at  the  National  Museum 
n  CAipenhagen  (Nos.  3  4).  Subsequently,  111  conmuinica- 
ion  with  I  lerr  Erich  Schliemann.  a  private  collector  of 
-lamburg.  I  learned  that  Friederichs  was  apprenticed  to 
Z!laus  Sulsen.  the  Hamburg  goldsmith,  trom  1615-21  and 
i\-as  himselt  enrolled  in  1633.  He  became  Elderman  m  1653 
md  died  in  1654. 

i  lerr  Schliemann  was  ^ood  eiunigh  to  tell  me  of  the 
"ollowing  Friederichs  pieces  known  to  him:  a  spoon  in  his 
:>wn  collection  (Nos.  5  ^  6);  a  cup  in  his  collection  (Nos. 
7  i^'  8).  This  is  an  unusual  piece  some  9  inches  high  and 
rterr  Schliemann  is  uncertain  whether  it  originally  had  a 
:over.  The  additional  hallmarks  are  Austrian  and  show  that 
it  was  re-sold  in  Austria  in  the  early  nineteenth  century; 
:wo  Communion  cups  in  the  Church  ot  Ci>now  in  Mecklen- 
Durg;  and  that  there  is  known  to  be  an  octagonal  beaker  by 
Jiis  maker,  the  present  c^wner  unknown. 

The  Kelby  Font  is  parcel-gilt  with  gilding  inside,  on  tlie 
landles,  and  c^n  the  upper  rim.  It  is  6|  inches  high  with  an 
:>verall  width  ot  1 3  i  inches.  The  bowl  (7  inches  diameter) 
md  the  base  (4!  inches  diameter)  are  octagonal. 

The  base  which  is  attached  to  the  bowl  with  a  screw,  is 
engraved  with  secular  subjects.  There  are  four  houses,  two 
lens,  a  lion,  and  a  lioness. 

The  bowl  has  the  tollowing  biblical  scenes:  The  Annunci- 
ition,  the  Birth  c^t  Christ,  the  visit  ot  the  Magi,  the  Flight 
Jito  Egypt,  Christ's  Baptism  in  Jordan  river,  the  Agony  in 
:he  Garden,  Crucifixion,  Resurrection. 

The  weight  is  27  oz.  The  hallmarks  comprise  HF  for  the 
iiaker  and  a  triple  towered  gateway  for  the  City  of  Ham- 
burg. 

This  font  boii'l  is  tiow  on  loan  to  the  Lincohi  Cathedral 
Treasury  of  Diocesan  plate  [see  The  Connoisseur,  A^ay,  i960) 
where  it  can  he  seen.  I  believe  it  possible  that  further  work  by 
Friederichs  exists,  in  Russia. — Editor. 


Heinrich  Friederichs'  mark, 
and  that  of  Hamburg,  1653-54. 


3.  A  spoon  by  Friederichs.  The  National  Museum,  Copenhagen. 


4.  The  reverse  of  No.  3,  showing  marks. 


5.  Spoon,  by  Friederichs.  The  Erich  Schliemann  Collection 

6.  Detail  from  No.  5. 


7.  Standing  cup,  by  Friederichs.  The  Erich  Schliemann  Collection. 


James  Rogers 

A  leading  porcelain  painter  at  Worcester  c.  1755-65 


Huj;h  r.iit 


Tl  1  l.  loss  ot  (lie  Woixostor  poiccLun  tat  tot  v,  s  ictoixls  tor  the 
so-callo«.l  'Dr.  Wall'  jH-noil  (17S3-17S3)  lias  left  the  historian 
largely  in  the  ilark  about  the  riiiiiiing  of  the  fiictory  and  the 
persons  employed  there.  Hinns'  has  given  as  full  account  as  he 
could  troni  the  extant  records,  some  of  which  have  since  dis- 
appeared. R.  I.  llobson  in  his  two  great  wt^rks,''  which  will 
alwavs  remani  the  standard  reference  books  on  this  factory, 
supplied  a  detailed  and  comprehensive  survey  of  the  products  of 
the  'Wall'  period  based  on  an  intimate  knowledge  of  a  vast 
range  of  Worcester  porcelain.  Seemingly,  therefore,  little  new 
could  be  expected  on  this  subject — unless  on  the  problem  of 
Worcester  porcelain  figures.  However,  in  November,  1959, 
through  the  generous  co-operation  of  Mr.  Robert  Williams,  the 
British  Museum  acquired  as  a  part-gift  from  Messrs.  Winifred 
Williams  (Antiques),  a  highly  significant,  unrecordetl  document- 
ary mug  of  Worcester  porcelain.^ 

This  mug  (see  colour  plate,  p.  227),  only  3-3  inches  high,  is 
brilliantly  painted  with  a  pheasant  standing  on  a  nuniiul  aiul 
several  other  birds  perched  on  trees  or  on  the  fence,  or  flying 
through  the  air  (No.  i).  On  the  base  is  enamelled  in  black  the 
signature  and  date:  I.  Ro>^cr<  Piiixit  iy>,  -  (No.  2).  With  such  an 
inscription,  there  can  be  no  controversy:  the  painter  is  'I.  (or  'J') 
Rogers'  and  it  was  executed  in  1757.  Furthermore,  the  palette  of 
this  painter  is  strangely  distinctive;  a  brilliant  orange-red  is 
particularly  prominent  and  apparently  the  secret  of  making 
it  belonged  to  Rogers  alone,  for  the  other  examples — and  there 
arc  relatively  few — of  Worcester  porcelain  decorated  with  this 
palette  are  all  clearly,  on  grounds  of  style,  by  the  same  artist. 
This  painter,  Rogers,  had  a  very  delicate  and  accomplished  style 
of  painting  combined  with  a  w  ondcrful  sense  of  colour  com- 
binations and  their  application  to  ceramic  shapes.  It  is  no 
exaggeration  to  claim  that  Rogers'  work  is  by  far  the  best  coming 
from  the  Worcester  factory  during  the  few  years  before  and 
after  1760 — and,  indeed,  better  than  most  to  be  found  on  pro- 
ducts of  the  later  period. 

With  this  realisation  of  Rogers'  importance  and  standing,  it 
became  imperative  to  discover,  not  only  the  extent  and  quality  of 
his  work,  but  whether  any  records  about  his  life  survived.  The 
records  of  the  Worcester  porcelain  factory  were  of  little  use; 
though  Binns*  lists  the  names  of  work  people  at  'Messrs. 
Chamberlain's  Works  between  1 793-1 808'  and,  under  the 
heading  of  'Decorators,  Painters,  and  Gilders',  he  asterisks  a 
"James  Rogers'  as  having  been  'on  the  books  at  the  earlier  date'. 
Unfortunately,  neither  the  original  of  this  list  nor  an  earlier  list 
can  be  found  among  the  factory's  archives  today. 

I  have  found  only  one  other  reference  to  the  painter  of  the 
Ro  gers  mug.  In  Graves'  list  of  Exhibitors  at  the  Free  Society  of 

2.  The  Rogers  Mug,  base  showing  black  enamelled  signature  of  the  painter 
and  date.  British  Museum. 


I.  The  Rogers  Mug,  side  view.  Height  3.3  in.  British  Museum. 


—  _i 


3.  Pair  ot'Jugs  enamelled  by  Rogers  for  the  Corporation  of  the  Ciry  of  Worcester  in  1757  with  the  City  coat-of-arms  and  the  figures  of 
Justice  and  Commerce  as  supporters.  Height  11  in.  By  courtesy  of  the  Corporation  of  the  City  of  H'orcester. 


4.  Detail  of  the  box  dated  1757  with  interlaced  'Ws'  from  the  scene  of  Commerce  on  one  of  the  i>air  of  jugs.  By  courtesy  of  the  Corpora- 
tion of  the  City  of  Worcester. 


Artists'  tluMi"  IN  tin-  tiilKn\ini^  inti  \  : 

Koi^CIs  l-|l.UUtlllT 

Trco  SiH  K-t\ 

l  iigr.iviT  .iiul  I  n.mn-llcr 
I  )i>l->s(iii  Clliin.i  Shop, 
m  St.  Martin's  Clinirt,  L  eicester  I'lclils. 
176s :      I  so  I  Ik-  1  lord's  I'raycr ;  cni^ravcd  in  a  riiiif.  in  loss 

loiiipass  than  a  silver  penny. 
There  ean  he  httio  douht  that  Riggers,  the  enanieller,  whose 
ailihess  ni  176s  is  nohson  C'liina  Shop,  is  the  same  llogers  who 
signeil  the  Worcester  ehma  nuii^  in  17S7.  Tlie  fact  that  Rogers 
was  .list'*  an  engraver  is  higliK  significant,  as  I  hope  to  show.  An 
exhaustive  search  through  the  I  oiulon  Directories  has  failed  t() 
produce  am  reference  to  n^ihson's  China  Shop  or  lo  Rogers. 
Leicester  fields  is  now  known  as  Leicester  Stpiare  ami  St. 
Martin  s  C'ourt  lav  between  it  and  St.  Martin's  Lane. 

In  17S7  there  was.  therefore,  a  painter  who  signed  his  en- 
amelled painting  on  a  Worcester  nuig:  I  Rogers.  In  1757  the 
Worcester  china  factory  made  and  painted  for  the  City  of 
Worcester  CAuporation  two  large  porcelain  jugs  (No.  3)  with 
the  coat-of-arms  of  the  C^tv  of  Worcester  flanked  by  the  seated 
figures  of  C]ommerce  and  justice."  These  two  very  beautiful 
large-scale  pieces  were  clearly  a  special  cuder,  executed  without 
doubt  b\-  the  best  artist  in  the  factory's  employ.  A  detail  photo- 
graph of  the  packages  to  the  left  of  the  figure  of  Commerce  on 
one  of  the  jugs  reveals  (No.  4)  the  painted  mark  of  a  'W'  in 
monogram  and  below,  the  date:  1757.  The  highly  distinctive 
style  of  drawing  the  numbers,  particularly  the  curling  stems  of 
the  '1'  and  '7',  compares  so  precisely  with  that  of  the  date  on  the 
signed  Rogers  mug  that  there  can  be  no  doubt  that  Rogers  was 
the  painter  of  these  splendid  City  of  Worcester  jugs.  Rogers 
must  have  been  the  factory's  head  painter  in  1757  to  be  given  this 
important  task.  These  two  jugs  remain  in  Worcester  to  this  day, 
a  striking  testimonv  of  this  artist's  great  delicacy  and  fine 
draughtsmanship. 

The  same  distinctive  style  of  drawing  the  numbers  and  letters, 
which  was  observed  on  both  the  Rogers  Mug  and  the  Worcester 
Corporation  jug,  is  to  be  found  on  one  other  inscribed  piece  of 
Worcester  porcelain,  the  cup  in  the  Frank  Lloyd  Collection'  in 
the  British  Museum  which  bears  the  black  enamelled  inscription  : 
Wvicy,  Sijtiicr.  1704.  (No.  s).  The  cup  is  enamelled  in  the  typical 
factory  manner  with  a  spray  of  flowering  plants  in  the  "Old 
Japan  taste'  on  either  side  of  the  handle;  the  palette  and  the  use  of 
gilding  for  these  two  sprays  is  quite  normal  factory  production — 
not  the  work  of  Rogers.  But  on  the  side  opposite  the  handle  a 
cartouche  formed  of  featherv  scrolls  enamelled  in  red  and  2;old 
contains  the  inscription  and  date,  1764.  The  following  year,  1765, 
Rogers  was  living  in  London  at  Dobson's  China  Shop.  This 
Nancy  Squier  cup  may,  therefore,  represent  one  of  the  last 
commissions  executed  bv  Rogers  while  he  was  employed  at  the 
Worcester  porcelain  Manufactory. 

Th  e  same  distinctive  palette  that  characterises  the  Rogers  mug 
can  be  observed  on  a  pair  of  vases  in  the  Frank  Lloyd  Collection'* 
(colour  plate  and  No.  6).  Each  is  most  finely  enamelled  with 
birds,  some  in  flight  but  most  of  them  perched  in  a  large  tree. 
The  vase  with  the  more  'exotic'  birds  can  be  seen  in  the  colour 
reproduction,  where  the  colours,  including  the  unique  orange- 
red,  can  be  compared  and  found  to  be  identical.  Rogers'  highly 
individual  manner  of  painting  the  leaves  and  the  grass,  especially 
the  tufts  that  partly  hang  down  from  the  'ledge'  of  ground,  is 
repeated  on  this  vase.  Furthermore,  his  method  of  conveying  the 
roundness  and  plasticity  of  the  tree-trmik  by  creating  a  dark 
shading  on  the  right  by  means  of  many  horizontal  short  thin 
curved  brush-strokes  of  irregular  length  close  together  whilst 


5.  Cup  with  enamelled  inscrip- 
tion by  Rogers:  Nancy,  Squier, 
1764.  Height  2.5  in.  British 
Museum. 


using  on  the  left  of  the  tree-trunk  alternate  broad  strokes  of  ligh  t 
blue  and  yellowish-green  is  both  distinctly  individual  and  highly 
effective.  His  style  of  painting  birds  in  flight  is  equally  personal 
and  easy  to  recognise  once  the  examples  on  the  Rogers  mug  ha\  c 
been  studied  closely.  A  similar  vase,  without  cover  and  enamelled 
with  exactly  the  same  bird  scene,  is  in  the  Schreibcr  Collecti(Mi» 
at  the  Victoria  and  Albert  Museum. 

1  he  companion  vase  in  the  F-rank  Lloyd  Collection  (No.  6)  is 
as  beautifully  decorated  with  a  tree  inhabited  by  birds  mobbing 
an  owl,  though  the  unique  orange-red  is  used  more  sparingly — 
only  for  the  bills  of  the  crested  bird  and  the  owl  and  for  the 
delicate  shading  of  the  plumage  of  several  of  the  birds.  I  hope  to 
show  that  Rogers  was  an  artist  of  very  considerable  merit  and  his 
ability  to  adapt  designs  to  different  shapes  is  usually  most 
pleasingly  skilful,  as  is  demonstrated  by  the  next  piece  to  be 
discussed. 

This  'blue-and-white'  vase  and  cover  in  the  Franks  Collec- 
tion'" is  a  key  piece  (No.  7).  As  can  be  seen  in  the  photographs, 
the  decoration  in  underglaze  blue  is  merely  an  adaptation  of  the 
scene  painted  on  the  Frank  Lloyd  vase  (No.  6).  Of  course,  paint- 
ing in  underglaze  blue  always  lacks  the  crisp  definition  of  out- 
line that  can  be  achieved  with  ovcrglazed  enamelled  painting, 
and  consequently  the  similarities  between  the  two  paintings  are 
partly  obscured.  There  is  a  blurred  smudgy  quality  about  all 
underglaze  blue  painting,  but  it  is  especially  evident  in  some 
early  Worcester  porcelain.  Despite  these  factors,  there  can  be  no 
doubt  at  all  that  the  same  hand  painted  both  vases;  for  the  birds, 
the  tree-trunk  and  the  grass  on  the  underglaze  blue  vase  have  all 
the  highly  distinctive  features  that  characterise  Rogers'  style. 
This  vase  is  painted  on  the  base  in  underglaze  blue  with  a  small 
monogram  mark,  which  is  hard  to  decipher.  I  reproduce  it  here 
(on  the  right),  so  that  the  reader  may  decide  for  himself. 

%  t 

The  monogram  may  be  read  as  Hobson'"  did,  as  resembling  a 
cursive  capital  T'  and  a  small  'h'  combined,  but  to  combine  a 
capital  letter  with  a  small  one  in  a  monogram  is  exceptional.  I  do 
not  think  it  unreasonable  to  read  this  mark,  which  is  clearly  the 
underglaze  blue  painter's  mark  quickly  and  carelessly  executed, 
as  a  capital  'J'  and  a  capital  'R'  combined,  the  initials  of  James 
Rogers.  There  is,  however,  another  piece  of 'blue-and-white',  an 
octagonal  cup,  which  has  on  the  base  a  more  clearly  written 
version  of  the  same  monogram — also  reproduced  here  (on  the 
left).  This  cup,"  at  the  British  Museum,  is  painted  in  underglaze 
blue  wath  a  typical  copy  of  a  Chinese  design  but  the  execution  is 
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6.  (Above,  left).  Vase,  a  companion  to  the  example  on  the  facing  page. 
Enamelled  by  Rogers  about  1755-60.  Height  6.9  in.  British  Museum. 

7.  (Above).  Vase,  painted  in  underglaze  blue  by  Rogers  c.  1755-60.  Height 
8  in.  British  Museum. 

8  (Left).  Vase,  enamelled  in  black  by  Rogers  c.  1755-60.  Height  6.7  in. 
Winifred  Williams  (Antiques). 


far  more  delicate  than  usual.  The  same  may  be  said  of  the 
underglaze  blue  cliiiioiscrie  on  a  Worcester  sauceboat  with  the 
same  mark,  which  Hurlbutt  illustrates  in  his  book,  Bow  Porcelain 
(Pi.  9a).  Whether  this  re-interpretation  of  the  mark  is  correct  or 
not,  the  hand  of  the  artist  on  this  vase  (No.  7)  is  the  same  as  that 
on  the  Frank  Lloyd  vase  (No.  6)  and  the  Franks  covered  vase 
remains  the  crucial  proof  that  this  artist  was  working  inside  the 
factory,  for  it  is  painted  before  glazing — and  so  not  by  an 
outside  decorator  of  Worcester  porcelain.  A  similar  vase  anc 
cover,  almost  identically  painted  in  underglaze  blue,  can  be  seer, 
in  the  Schreiber  Collection;  the  base  of  this  vase,  too,  has  A 
monogram  mark  but  it  is  really  impossible  to  decipher.  Rackham  I 
in  his  catalogue  entry,  relates  the  decoration  of  this  vase  to  thtl 
engraving  by  J.  June,  which  was  published  about  1 760  in  TliA 
Ladies'  Atinisenietit  (Pi.  i55).'Mn  point  of  fact,  there  is  no  connec-I 
tion  between  the  two,  except  that  the  subject  is  the  same — 1\ 
subject  which  was  not  an  invention  of  the  eighteenth  centuryl 
There  is,  for  example,  the  scene  of  the  birds  mobbing  an  owl  b)l 
Esaias  Heilsen,  executed  in  161 7  at  Stuttgart,  in  which  the  bird| 


The  Rogers  Mug,  dated  1757,  and  a  Vase  e 
by  J.  Rogers  c.  1755-60;  both  Worcester  f 
By  courtesy  of  the  Trustees  of  the  British  Mu\ 
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flv  round  a  horned  owl  which  is  ahiiost  the  same  as  the  one 
painted  by  Rogers  on  the  two  vases  (Nos.  6  &.  7).  hi  the  engravnig 
by  J.  June  {The  Ladies'  Annisenieut  Pi.  155)  the  owl  is  not  horned 
and  is  quite  different. 

There  is,  however,  an  engraving  in  The  Ladies'  Aiiiiiseiiieiit 
(Pi.  76)''  which  is  signed:  C.  Femi  delin.  R.  Hancock  Sculp,  in 
which  an  owl  on  the  branch  of  a  broken  tree  is  drawn  exactly 
the  same  as  the  owl  painted  on  a  similarly  shaped  vase  in  the 
possession  of  Winifred  Williams  (Antiques)  (No.  8).  The  simi- 
larity is  so  close,  except  that  it  is  in  reverse,  that  it  is  probable 
that  Rogers  copied  the  drawing  by  Fcnn  rather  than  the  engraving 
bv  Hancock  and  incorporated  it  into  his  own  design.  This  vase 
is  painted  in  black  over  the  glaze  and  the  incredibly  fine  lines  of 
the  brush  strokes  are  drawn  with  consummate  skill.  At  first 
glance,  the  decoration  of  this  vase  appears  to  be  transfer-printed, 
but  on  close  examination  there  is  no  doubt  that  it  is  free-hand 
painting  of  great  fmesse.  That  Rogers  was  talented  in  this  direc- 
tion is  testified  to  by  the  one  piece  of  extant  documentary 
evidence  concerning  Rogers,  his  entry  as  an  Exhibitor  at  the 
Free  Society  of  Artists  in  1765.  There,  he  is  described  as  'Engraver 
and  Enameller'  and  his  exhibit  as  'no.  165:  The  Lord's  Prayer; 
engraved  in  a  ring,  in  less  compass  than  a  silver  penny'.  This 
exhibit  was,  therefore,  something  of  a  minor  tour  de  force  in 
minute  line  engraving.  The  question,  which  immediately 
springs  to  mind,  is  whether  Rogers  was  ever  employed  at  the 
Worcester  China  Works  as  an  engraver  for  the  transfer-printed 
decoration  of  useful  w^ares,  w^hich  was  so  popular  at  the  factory 
between  1755-65,  or  w^as  it  all  Hancock's  work?  There  appears 
to  be  no  positive  evidence  to  prove  that  any  of  the  transfer-prints 
on  Worcester  porcelain  which  bear  such  a  close  similarity  to  the 
identified  painted  work  of  Rogers,  such  as  the  teapot  in  the 
Jenkins  Collection  with  underglaze  blue  transfer-printed  birds  in 
a  tree  (No.  9),  are  in  fact  taken  from  copper-plates  engraved  by 
Rogers.  The  factory's  constant  suppression  of  any  recognition 
of  the  individual  artists  by  forbidding  them  to  sign  their  work 
has  been  discussed  at  great  length  elsewhere.  However,  some  of 
the  transfer-printed  decorations,  especially  the  bird  and  landscape 
subjects,  were  probably  designed  and  engraved  by  Rogers  for 
the  Worcester  factory  but  this  field  falls  outside  the  scope  of  this 
article  and  is  really  a  matter  for  the  specialist  expert  on  transfer- 
printed  decoration. 


9.  Vase  painted  in  underglaze  blue  by  Rogers  c.  1755-60  and  teapot  with 
underglaze  blue  transfer-prints  in  the  style  of  Rogers  c.  1760.  Height  (of 
vase)  5j  in.  Collection  of  Mr.  and  Mrs.  J.  W.  Jenkins. 
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Rogers'  frequent  use  of  birds  in  Bight,  swooping  or  soaring,  is 
exceptional  and  individual.  On  so  many  of  these  pieces  decorated  ' 
by  him,  there  is  to  be  found  on  the  reverse  a  wonderful  drawing  ■ 
of  a  bird  in  flight,  beautifully  painted  (No.  10).  These  birds  do  j 
not  appear  to  be  just  filling  in  the  blank  space  of  porcelain  but  to  1 
be  part  of  the  aerial  perspective  of  the  decoration  as  a  whole.  So  '■. 
brillianth-  executed  and  so  skilfully  placed  in  the  remaining  space,  i 
the  birds  are  an  essential  part  of  Rogers'  success.  These  birds  of  ; 
Rogers  do*  not  appear  to  be  of  his  own  design  but  merely 
copied — or  subtly  adapted — from  the  drawings  of  C.  Fenn.  The  \ 
2nd  Edition  of  The  Ladies'  Anniseiiieiit  {c.  1764)  contains  about  ' 
fifteen  pages  of  engravings  of  birds,  (Pi.  65  onwards)  all  signed  j 
C.  Fenn  delin,  but  are  variously  engraved  by  J.June,  P.  Benazech 
or  Robert  Hancock.  This  swooping  bird  (No.  11)  painted  in  j 
black  by  Rogers  on  the  reverse  of  the  vase  (No.  8)  is  a  particularly  1 
close  version  of  a  bird  on  Pi.  68  of  The  Ladies'  Awiisenient  {No.  i^lq 
which  is  signed  by  Fenn.  There  is  no  doubt  that  all  these  striking  i 
birds  of  Rogers  are  versions  of  those  drawn  by  C.  Fenn.  Little  is  i 
known  about  Fenn — indeed,  he  is  not  recorded  in  any  of  the  1 
reference  books — and  though  R.  L.  Hobson  in  his  book  Wor~  \ 
cester  Porcelain  (p.  79)  refers  to  'the  engravings  of  Fenn',  I  can  , 
find  no  examples.  Mr.  Cyril  Cook  has  generously  informed  me  > 
that  Fenn  was  apparently  in  Birmingham  in  1747  as  he  advertised  ; 
an  enamelled  snuff-box  there  and  undertook  to  teach  drawing  \ 
for  needlework  in  the  Aris's  Birmingham  Gazette,  of  28th  I 
September,  1747.  Mr.  Toppin  has  published^*  the  only  other 
known  facts  about  Charles  Fenn.  Charles  Femi's  name  appears  in 
the  Battersea  rate-books,  though  this  one  entry  cannot  be  dated 
reliably  because  the  pagination  of  the  leaves  is  no  longer  correct  ! 
and  only  the  first  page  of  each  quarter  has  a  date  on  it.  Mr.  j 
Toppin  has  deduced  that  Fenn  was  probably  living  in  Battersea  in' 
1753  but  must  have  moved  to  Soho  soon  after  because,  according  | 
to  his  will  dated  27th  December,  1754,  he  was  then  hving  in  1 
Berwick  Street,  where  Giles  and  other  artists,  enamellers  etc.  i 
lived.  Charles  Ferm  was  buried  at  St.  James,  Westminster,  on  | 
loth  January,  1755.  He  left  two  daughters.  Fenn  would  seem  to  i 
have  been  a  minor  artist  who  worked  for  a  time  at  the  short-  : 
lived  enamel  factory  at  York  house,  Battersea,  but  there  is  no  j 
evidence  to  link  Fenn  with  Worcester  or  Rogers  prior  to  his  j 
death  in  1755.  As  some  of  Fenn' s  drawings  were  engraved  and 
signed  by  Hancock  for  the  ist  Edition  of  The  Ladies'  Awusenient 
about  1760,  and  as  Hancock  was  in  Worcester  after  1756,  it  is  fair  ^ 
to  assume  that  some  of  Fenn's  drawings  could  be  seen  and  copied  ( 
in  Worcester.  Rogers  would  seem  to  have  had  access  to  Fenn's 
drawings,  both  direct  and  through  the  engraved  copies  in  the  late  i 
fifties.  Like  so  many  good  china  enamellers,  Rogers  would ! 
appear  to  have  been  a  good  adapter  and  copyist  rather  than  an  ; 
original  creative  artist.  Significantly,  the  title  page  of  The ' 
Ladies'  Aiiuisenient  contains  the  following  line:  'N.B.  The  above  j 
work  will  be  found  extremely  useful  to  the  PORCELAINE, 
and  other  Manufacturers  depending  on  Design'. 

Further  evidence  in  favour  of  the  interpretation  that  Rogers 
copied  from  Fenn's  drawings  is  to  be  found  on  a  slender  vase  of 
earlv  Worcester  porcelain  in  the  possession  of  Winifred  Wilhams 
(Antiques)  (No.  13).  Painted  in  black  with  fine  brush  strokes  of 
great  precision  and  delicacy,  like  the  vase  with  an  owl  being 
mobbed  (Nos.  8,  10  &  1 1),  this  vase  is  decorated  with  a  landscape 
scene  containing  snipe  and  moorhens  in  the  unmistakably  Rogers 
stvle.  Although  the  2nd  Edition  of  The  Ladies'  Anuiseinent 
published  by  Robert  Saycr  {c.  1764)  does  not  contain  any 
engraving  of  this  scene,  the  successors  to  Sayer,  Messrs.  Laurie 
and  Whittle,  produced  in  1798  a  larger  version  entitled:  The 
Ladies'  Amusement  and  Desioners'  Assistant,  the  only  known 
copy  being  in  the  possession  of  the  late  Major  Tapp.  This  does 
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12.  The  Ladies'  Amusement  PI.  68,  drawn  by  C.  Fenn  and  engraved  by  Robert  Hancock  c.  1760.  Victoria  &  Albert  Museum. 
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13.  Vase,  enamelled  in  black  by  Rogers  c.  1755-60.  Height  6-8  in. 
Winifred  Williams  (Antiques). 


contain  an  engraving  of  this  scene  in  reverse  (No.  14).  This  en- 
graving"* is  in  the  centre  of  a  page  of  five  vignettes  with  birds 
groups,  signed  in  the  right-hand  corner:  R.  Hancock  Sculp. 
There  can  be  no  doubt,  on  grounds  of  style,  that  this  page  of 
engravings  was  made  by  Hancock  about  1760  from  drawings  of 
C.  Fcnn,  hke  the  others  in  the  2nd  Edition  of  The  Ladies'  Amiisc- 
iiicfit.  The  fact  that  Rogers  has  painted  the  precise  same  scene  on 
the  vase  in  reverse  with  only  minor  variations,  suggests  that 
Rogers  was  copying  from  the  drawings  of  C.  Fenn — not  from 
the  engravings  made  by  Hancock  and  others  after  Fenn's 
drawings. 

Until  now  the  'painter 
of  the  Lord  Sandys  Mug', 
as  Mr.  Honey'"  christened 
him,  has  remained  anon- 
ymous. This  beautiful 
mug'"  in  the  Frank  Lloyd 
Collection  (No.  1 5)  has  so 
important  an  inscription 
on  the  base  that  I  repro- 
duce it  here.  It  is  enamel- 
led in  black  and  reads: 


Lord  and 

Lady  Oanc^'s 
health 


14.  The  Ladies'  Amusement  &  Designers'  Assistant  (1798)  PI.  193,  engraved  by 
Robert  Hancock  and  probably  drawn  by  C.  Fenn  c.  1760.  By  courtesy  of     I5-  The  Lord  and  Lady  Sandys  Mug.  Enamelled  by  Rogers  in  1759. 
Cyril  Cook  Esq.  Height  4.6  in.  British  Museum. 
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'^.^mlH•l  Samlys.  the  first  I  Saiulys.  was  i-iluiatcHl  .it  New 
(.  v^lli'i'i',  l")\tor<l.  aiul  cli'itoil  M.I*.  f(^r  Woncsti-i  troiii  171S- 
1-45.  Ik'  was  ii'iunviu'il  as  Kolnrt  Walpi^lv's  most  active 
oppvMUMit  111  l\u  li.inu'iit  until  WalpoK-'s  ilinv'iit.ill  in  1741.  In 
174^  lie  boeame  a  I'nvy  C"iniiKillor  aiul  tiu-  Clliaiucllor  of  the 
Exehoiiiier;  on  resi^miig  in  1743  ho  was  c  reateii  Harcin  .Saiulys  of 
C")n\lHTslev.  Vrou\  1747-1755.  ho  was  treasurer  of  the  Chamber, 
atul  in  1756  was  Speaker  ot  the  House  of  Lonls.  in  that  same 
voar.  atul  again  trom  1759-1761,  lu'  held  the  otfice  of  Warden  aiul 
Chief  Instiee  in  Eyre  of  the  King's  Forests  south  of  the  Trent.  In 
the  follow  ing  two  years,  1 761-1763,  he  was  appointed  First  Lord 
of  Trade  and  Plantations.  Although  bitterly  eriticiseil  in  print  by 
Lord  C'hesterfield  and  Sir  Charles  Hanbury- Williams,  Lord 
SaiuK  s  w  as  clearly  a  pi>htieal  figure  of  considerable  significance, 
how  ever  devitid  of  greatness !  The  presence  t)f  his  name  on  the 
base  of  a  Worcester  porcelain  mug  painted  in  a  most  special  and 
ambitious  manner  needs  some  explanation.  It  is  only  partially 
explained  bv  the  fact  that  Samuel  Sandys  luul  been  one  of  the 
guardians  of  the  young  john  Wall,  who,  besides  becoming  a 
highlv  successful  medical  general  practitioner  in  Worcester, 
became  one  of  the  principal  partners  of  the  Wc>rcester  Porcelain 
Companv — there  were  fourteen — w  hen  the  Deed  of  Partnership 
w  as  signed  on  4th  June,  1751.  Admittedly.  Dr.  Wall  h.ul,  in  1740, 
married  Lord  Sandvs'  cousin,  C'atherine  Saiulys,  daughter  of 
Martin  Sandvs,  Town  Cderk  of  the  Cjty  of  Worcester  and  uncle 
of  Lord  Saiulys,  but  there  is  no  evidence  to  connect  the  Sandys 


16.  The  John  Brodribb  &  Barrow  Jug.  Enamelled  by  Rogers  in  1760. 
Height  10.5  in.  Royal  Worcester  Porcelain  Works  Museum. 


Mug  with  l)i  .  W.ill  or  his  wife.  I  he  mug  was  clearly  a  very 
special  commission,  a  present  to  Lord  and  Lady  Sandys,  pre- 
sumably from  T*  (J*.  1'hese  initials  have  never  been  identified, 
but  the  published  suggestion'"  that  they  stand  for  'I  homas 
( Jrainger  is  so  improbable  that  it  must  be  questioned.  All  that  Mr. 
l  oppin  showed  was  that  a  Lhomas  Craingcr  was  listed  as  a 
drawing-master  in  the  Worcester  Directory  of  17S8,  twenty- 
nine  years  after  the  Lord  Sandys  Mug  was  painted.  More  signific- 
antly the  same  name  appears  among  the  list  of  'work  people  at 
Messrs.  Chamberlain's  Works  between  1793  and  1808'  under  the 
heading  of  'Decorators,  Painters  and  Gilders',  just  as  James 
Rogers'  name  occurs  there,  though  as  there  is  no  asterisk  against 
(irainger's  name,  it  is  safe  to  assume  that  CIraingcr  was  not  on 
the  books  at  the  earlier  date.  Indeed,  the  idea  that  these  initials 
T*  CI*  are  those  of  the  decorator-painter  of  the  Sandys  mug  is 
highly  improbable  when  the  form  of  the  inscription  is  examined. 
Not  only  docs  the  juxtaposition  of  the  initials  to  the  warm 
personal  greeting,  'Lord  and  Latly  Sandy's  Health',  indicate 
that  they  represent  the  doiu^r  of  the  mug,  but  their  form  with 
asterisks  after  the  first  letter  of  each  name  is  in  the  eighteenth- 
century  custom  frequently  practised  among  the  gentry — 
but  not  used  by  a  socially  inferior  person,  a  craftsman.  No 
painter,  least  of  all  a  decorator  of  porcelain,  is  known  to  have 
usetl  this  form  of  signature  and  there  can  be  little  doubt  that  the 
initials,  T*  CJ*,  are  those  of  a  family  friend  of  the  Sandys,  prob- 
ably resident  in  the  vicinity  of  Worcester,  like  Lord  Sandys  him- 
self, whose  country  scat  was  at  Ombcrsley  and  whose  family  had 
been  there  for  several  generations. 

I  have  discussed  the  significance  of  these  initials,  T*  G*,  at 
length  because  the  palette  and  style  of  painting  on  the  Sandys 
Mug  is  unquestionably  that  of  Rogers,  the  cnameller.  The 
distinctive  orange-red  is  present,  particularly  on  the  lining  to  the 
tails  of  his  frock-coat;  the  subtle  shades  of  green  and  blue  which 
characterise  his  palette  arc  likewise  to  be  found  in  the  delicate  and 
even  more  accomplished  painting  on  this  mug.  The  weakness  in 
the  decoration  of  this  mug  is  in  the  painting  of  the  figure; 
clearly,  Rogers  was  limited  in  his  talents  and  his  ability  to  paint 
the  human  figure  was  not  his  forte — a  weakness  shared  by  all  but  a 
very  few  decorators  of  china  in  England,  one  may  add.  The  same 
stiffness  can  be  seen  in  the  figures  on  the  City  of  Worcester  Pair 
of  Jugs  (No.  3),  though  in  this  instance  the  desirable  statuesque 
quality  of  these  heraldic  supporters  hides  the  artist's  shortcomings. 
Only  two  other  pieces  from  the  brush  of  Rogers  combines 
figures  in  landscape,  two  magnificent  heraldic  jugs,  one  from  the 
Dyson  Perrins  Collection  (No.  16)  (now  in  the  Worcester 
Works  Museum),  the  other  from  the  Legh  Tolson  Collection  (in 
the  Victoria  and  Albert  Museum  since  1932).^*  The  coat-of-arms 
on  both  jugs  arc  the  same,  those  of  Brodribb  impaling  Barrow. 
Mr.  Toppin  has  established  that  Mr.  John  Brodribb  (one  of  the 
original  partners  of  Worcester  Porcelain  Company  in  1751)  had 
no  right  to  bear  arms  but  that  he  married  into  the  Barrow  family 
in  1760.  Mr.  Toppin  has  traced  the  arms  of  Bawdrype  in  a  MS.  of 
the  Visitation  of  Wales  in  1530  (preserved  in  the  College  of 
Arms  [H.8.8]).  The  arms  on  the  two  jugs  are  obviously'  adapted 
from  the  Bawdrype  coat,  and,  since  John  Brodribb  died  in  1761, 
both  jugs  must  have  been  painted  between  1760  when  he  married 
and  1 76 1  when  he  died.  The  figures  in  the  landscape  on  the  other 
side  of  the  Dyson  Perrins  jug  (No.  16)  are  copied  and  slightly 
adapted  from  the  designs  by  Johann  Csajas  Nilson  of  Augsburg 
(1721-88)  entitled  'Caffe,  The  und  Tobac'.  An  engraving  of  this 
scene  with  the  seated  men  drinking  and  smoking  whilst  the 
serving-maid  stands  talking  to  him,  in  the  collection  of  Mr. 
Toppin,  is  signed:  Heincrich  Sc.  The  engraver,  C.  K.  Heinerick, 
was  working  in  London  from  about  1730-60. 
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17- Jug  with  the  Arms  of  Chalmers,  enamelled  by  Rogers 
in  1759.  Height  5.8  in.  British  Museum. 


However,  the  truly  subtle  landscape  painting  triumphs  over 
the  more  pedestrian  drawing  of  the  figures.  These  jugs,  so 
similar  in  form  of  potting  and  quality  of  painting  to  the  City  of 
Worcester  pair,  are  matched  by  a  non-heraldic  pair  in  the 
Schreiber  Collection*'  in  the  Victoria  and  Albert  Museum  and 
the  Worcester  Works  Museum  (No.  M.  229).  The  decoration  on 
this  pair  consists  solely  of  birds  either  in  the  tree  or  in  flight,  but, 
being  on  a  larger  scale  than  most,  Rogers  has  painted  the  birds' 
plumage  with  greater  detail  and  the  leaves  on  the  trees  are  no 
longer  impressionistically  painted  but  outlined  and  veined  as  on 
the  necks  of  the  City  of  Worcester  pair  of  jugs  (No.  3). 

The  hand  of  the  'painter  of  the  Sandys  Mug'  has  for  a  long 
time  been  recognised  by  writers,  such  as  Hobson,  Rackham  and 
Honey,  on  a  group  of  early  Worcester  armorial  porcelain, 
characterised  by  the  delicately  treated  rococo  scroll-work  around 
the  coat-of-arms,  frequently  executed  in  a  soft  lilac  colour.  The 
most  accomplished  member  of  this  group  is  the  jug  dated  1759, 
painted  with  the  arms  of  Chalmers,  which  is  in  the  Frank  Lloyd 
Collection^"  (No.  17).  As  with  the  inscription  on  the  Sandys 
Mug,  the  date  is  here  preceded  by  two  initials — in  this  case,  A.C. 
In  both  instances  the  form  of  lettering  and  numbering  is  not  the 
same  as  that  used  on  the  Rogers  Mug,  where  the  inscription  is  in 
fact  the  artist's  signature  in  full ;  nor  the  same  as  that  used  on  the 
City  of  Worcester  Jug,  where  the  date  is  incorporated  within  the 
decorative  scene  and  therefore  by  the  artist,  himself.  There  can 
be  no  doubt  that  the  Chalmers  Jug  is  painted  by  the  same  artist 
as  the  Sandys  Mug,  namely,  Rogers;  but  in  both  cases  another 
man  was  employed  to  paint  the  inscriptions — to  the  precise 
instructions  of  the  donors  who  commissioned  the  mug  and  the 
jug.  It  is  thought  that  this  mug  was  ordered  for  the  Revd.  Alex- 
ander Chalmers,  who  became  Chaplin  to  the  88th  Regiment  of 
Foot  in  1759.  A  number  of  other  pieces  in  this  group  can  be  seen 
in  the  national  collections:  particularly  fme  is  the  mug  in  the 
Frank  Lloyd  Collection^*  with  the  arms  of  Hayward  with 
Parsons  in  pretence,  surrounded  by  a  polychrome  landscape 


18.  Vase  with  'bird-scene'  enamelled  by  Rogers  c.  1760-4  and 
flower  sprays  enamelled  by  a  lesser  painter.  Height  5.4  in.  British 
Museum. 


and  large  flower  spray  either  side  of  the  handle.  Even  more 
distinctive  is  the  mug  with  the  arms  of  Thompson  of  Dudding- 
ton,  Midlothian  in  the  same  collection, with  two  large-scale 
vignettes  deliciously  painted  in  lilac;  also  painted  predominantly 
in  lilac — though  only  with  flowers — is  the  armorial  mug  in  the 
Schreiber  Collection.  These  pieces  are,  as  Honey  says,  'painted 
by  one  of  the  most  accomplished  of  the  artists  whose  work  gives 
such  distinction  to  this  period  of  Worcester' — a  man  who  can 
now  be  recognised  as  James  Rogers. 

There  are  a  few  pieces  of  Worcester  porcelain  which  appear  to 
be  of  slightly  later  date  [c.  1763-4)  on  the  grounds  that  the  paste 
and  glaze  are  more  creamy  and  less  thick  than  is  found  on  all  the 
pieces  so  far  discussed,  and  yet  these  pieces  are  enamelled  in  a  style 
which  closely  resembles  the  bird  and  flower  painting  of  Rogers. 
These  pieces  have  been  ascribed  to  the  same  artist, '^'^  who  is  now 
identified  as  Rogers,  and,  indeed,  the  palette  is  the  same,  though 
the  orange-red  is  scarcely  used,  its  place  being  taken  by  a  most 
remarkable  crimson-brown.  Indeed,  on  close  examination  the 
same  delicate  touch  is  to  be  found  in  the  drawing  of  the  tree- 
trunk,  leaves  and  branches.  Although  the  covered  vase  in  the 
Schreiber  Collection^''  is  one  of  the  finest  examples,  the  slender 
vase  in  the  Franks  Collection^"  is  illustrated  here  (No.  18)  for  the 
first  time.  The  owl  scene  is  the  same  and  is  painted  in  an  identical 
palette  and  with  the  same  touch  as  the  Schreiber  covered  vase 
but,  as  is  demonstrated  in  the  illustration,  the  flower  sprays  are 
painted  by  a  different  hand.  This  flower-painter  used  a  far 
cruder  range  of  colours  and  the  drawing  is  far  more  clumsy,  and 
the  way  in  which  the  leaves  of  a  flower  spray  break  over  into  the 
owl  scene  touching  the  tree-trunk  (on  the  right  of  the  illustra- 
tion) is  gauche  and  inept — a  fault  that  Rogers  appears  never  to 
have  been  guflty  of,  at  least  in  these  years  [c.  1755-65).  The  same 
addition  of  flowers  can  be  seen  on  a  number  of  other  pieces," 
some  of  which  have  the  major  decoration  executed  by  Rogers. 
When  Rogers  painted  flower  sprays  on  Worcester  porcelain,  as 
on  the  armorial  jugs  just  discussed,  or  as  on  this  open-work 
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19-  Basket  ctiaincllcil  by  Ropers  ..  1755-fto.  I)ia.  7.5  in.  IVinilrtd 
H'illiams  (Antiq  11  <•.«). 

basket  ot  greyish  paste  (No.  19),  there  is  a  quahty  of  dehcate 
movemeiit  and  ehistieity.  The  distinetive  orange-red  is  incKided 
in  the  border  decoration,  whilst  the  tiihp  is  executed  with  a 
subtle  merging  ot  the  brush  strokes  of  blue,  yellow,  orange  and 
puce — far  superior  to  that  of  (mIcs  !  His  eye  for  detail  and  realism, 
which  makes  his  Hower  sprays  live  on  the  porcelain,  lead  him  to 
paint  with  equal  care  the  thorns  on  the  stems  of  the  roses  and  the 
minute  marks  on  the  wings  of  his  butterflies. 

The  beautv  and  quality  of  the  painting  of  the  rare  figure- 
subjects,  of  the  evocative  landscapes,  of  the  birds  whether  in 
flight  or  at  rest  in  a  tree,  of  the  heraldic  devices  and  even  the 
flowers,  which  have  here  been  attributed  to  Rogers,  caused 
Honey  to  describe  them  as  'the  Worcester  counterparts  of  the 
Chelsea  fable-painter's  work'.  Certainly  his  landscapes  and  his 
more  numerous  bird  compositions  are  his  best  contribution  to 
the  art  of  porcelain  decoration.  His  ability  to  adapt  designs  to 
ceramic  shapes  was  masterly,  as  can  be  seen  on  the  biue-and- 
white  vase  in  the  Jenkins  Collection  (No.  9).  Not  without 
significance,  therefore,  is  the  statement  made  in  1877  by  the 
chronicler  of  the  Worcester  China  Works,  R.  W.  Binns,  that  'the 
principal  painters  besides  Mr.  Humphrey  Chamberlain,  were 
Wood  and  Doe  for  landscapes  and  figures,  Davis  and  Rogers  for 
birds  etc..  Steel  for  fruit  .  .  .  '-'*  Earlier  in  the  same  book,^*  Bimis 
lists  the  'principal  painters  under  Messrs.  Flight  &  Barr'  and  in- 
cludes the  name,  Rogers,  though  any  mention  of  Rogers  in  the 
'Fhght  i*v.  Barr'  period  is  lacking  m  the  first  edition  of  Binns' 
book  published  in  1865.^"  Clearly  Binns  discovered  new  informa- 
tion between  1865-1877,  which  led  him  to  conclude  that  Rogers 
was  a  leading  painter  at  the  Worcester  factory. 

How  probable,  therefore,  that  this  young  painter,  James 
Rogers,  who  produced  his  signed  piece  in  1757  (Nos.  i  &  2), 
should  want  to  leave  the  sleepy  Cathedral  town  of  Worcester  in 
1765,  having  held  the  position  of  the  principal  enameller  at  the 
works  for  seven  years,  at  least.  Still  young,  Rogers  would,  no 
doubt,  have  hoped  to  carve  a  distinguished  career  as  an  artist  in 
London.  Alas,  the  records  do  not  suggest  by  their  silence  that 
Rogers  met  with  much  success  after  his  appearance  at  the  Free 


Society  of  Artists  in  1765.  Doubtle  ss  111  tlie  face  «»f  defeat  aiui 
poverty,  Rogers  was  forced  in  later  years  to  return  to  Worcester 
ami  si-ek  re-employincnt  as  an  ciiaiiicllf  1  .it  the  (^hina  Works.  If, 
as  IS  cpiite  likely,  Rogers  had  only  been  ahotit  thirty  vvlicn  he  left 
for  I,oiidon  m  1765,  then  he  would  only  have  been  about  fifty- 
eight  111  1793,  the  year  that  the  lost  fac  tory  records  list  liiin  as  'on 
the  books'.  '!  o  attempt  the  task  of  recognising  his  enamelling  of 
the  later  period  is  beyond  the  scope  of  this  article  and,  indeed, 
without  the  aid  of  any  signed  documentary  jiiece  from  that  last 
[XTiod,  (r.  1 780-1 X  10),  an  unenviable  c|uest.  I'or  the  change  of 
fashion  and  taste  in  the  decoration  of  china  had  changed  so  drasti- 
cally that  no  doubt  Rogers'  own  style  of  painting  would  bear 
little  resemblance  to  that  which  we  can  observe  on  the  mug  he 
so  proudly  signed  in  a  true  painter's  manner:  /.  Renders  I'iiixit  1737. 

Notes 

'  U  W.  limns.  ,  1  (A'liltiry  oj  I'oltiin;  in  the  ( !ily  of  M '(i/YcWcr,  2iid  (-.(iitioii  (1X77). 
-'  U.  I,,  llohsoii.  IVorcfslcr  I'mccliiifi  {||)^o). 

R.  L.  Hobson.  ('alnlof;iir  0/  llir  l'r,iiik  l.loyd  (  '.ollfdioii  oj  \\\ir<c\lcr  l'or<rlaiii,  British 
Muscnini  (lyij). 

■' Kc;.^.  No.  i<jv;.  It-.?.  I-  The  author  would  like  to  take  this  opportunity  of 
cxprcssiuj;  his  most  sincere  apprcc  iatioti  of  Mr.  Robert  Willi  uiis'  public-spirited 
generosity  and  patient  undcrstandinj;  of  the  delays  involved  in  making  this 
aci|uisition. 

'  Hinns.  Op.  c  it.,  p.  uo. 

■'■  A.  (Ir.ives.  li.xliihilors  til  llic  l-rcc  Soricly  of  Atlch  {i<)Oj). 

R.  I,.  1  lobson.  li'orccslcr  Porcelain,  op.  cit.,  p.  124-5,      ^  ■ 
II.  R.  Marshall.  Armorial  Worcester  Porcelain,  Trans,  oj  l-.iifilisli  ('.crtunit  Circle, 
Vol.  II  p.  lyo,  where  the  mark  is  reproduced  inc()rrcctly. 
"  R.  I,.  Hobs(5n.  Cat.  oj  she  l-rank  l.loyd  Coll.,  op.  cit.,  cat.  no.  71,  I'l.  12. 
"  R.  I  .  I  lobson.  Op.  cit.,  cat.  no.  i  loA,  PI.  5. 

"  Bernard  Rackham.  (^alaloi>iie  of  the  Schreihcr  Collection,  Vol.  I  (1928),  no.  4<j7, 
PI.  6S.  The  cover  on  this  vase  does  not  belong  and  is  now  attributed  to  Derby. 

R.  I,.  I  lobson.  Calaloi^ne  oflin^lisli  l\>rcetain  in  the  liritish  Miiseinn  (1905),  cat.  no. 
V,4i. 

' '  R.  L.  I  lobson.  Cat.  of  lin(;lish  Porcelain,  op.  cit.,  cat.  no.  V.  51,  Fig.  65. 

■'^  Bernard  Rackham.  Op.  cit.,  cat.  no.  474,  PI.  68  and  PI.  94  no.  33.  There  is  a 

facsimile  edition  of  ihe  Ladies'  Amnsement  (1959)  but  readers  are  advised  to  look  at 

the  original  2nd  Edition  preserved  either  in  V  &  A  Museum,  London,  or  the 

Metropolitan  Museum,  New  York,  because  of  the  great  loss  of  definition  in  the 

facsimile. 

(iyril  C^ook.  Lije  and  Works  of  Robert  Hancock  (1948),  item  77. 
"  7><i»/.<  ofHn^lish  Ceramic  (Circle  Vol.  2.  p.  176. 

Clyril  Cook.  Supplement  to  Robert  Hancock  (1955),  item  163. 

W.  B.  Honey.  Old  Hnj^lish  Porcelain  (km^),  p.  170. 
Illustrated  in  colour  in  F.  A.  Barrett.  Worcester  Porcelain  (1953). 
R.  L.  Hobson.  Cat.  of  Frank  Lloyd  Coll.,  op.  cit.,  cat.  no.  384. 

"  Aubrey  Toppin  to  the  English  Cxramic  Circle  in  1954  but  never  published, 
quoted  by  F.  A.  Barrett,  op.  cit.,  p.  9,  and  again  repeated  less  tentatively  by  H.  R. 
Marshall.  Coloured  Worcester  Porcelain,  p.  77. 

For  the  V  &  A  Jug  see  W.  B.  Honey  op.  cit.,  PI.  77.  For  the  other  side,  see  F.  A. 
Barrett  t)p.  cit.,  PI.  46,  where  the  arms  arc  wrongly  described. 
Mr.  Marshall.  Armorial  Worcester  Porcelain,  op.  cit.,  p.  193  PI.  LXVIIa,  where  the 
)ug  is  mislcadingly  described  as  from  the  Dyson  Perrins  Collection. 
For  the  Dyson  Perrins  Jug,  see  Catalogue  of  the  Drane  Coll.  (1922),  no.  149  illustra- 
tion. 

Bernard  Rackham.  Op.  cit.,  cat.  no.  498,  PI.  58. 
For  larger  illustration  of  the  other  side,  F.  A.  Barrett  op.  cit.,  PI.  15. 
■-"  Hobson.  Cat.  of  the  Frank  Lloyd  Coll.,  op.  cit.,  cat.  no.  386,  PI.  82. 
For  illustration  of  other  side,  F.  A.  Barrett,  op.  cit.  PI.  24. 
H.  R.  Marshall.  Armorial  Worcester  Porcelain,  op.  cit.,  p.  190. 

Hobson.  Cat.  of  the  Frank  Lloyd  Coll.,  op.  cit.,  cat.  no.  388,  PI.  80. 
Also  illustrated  in  Honey.  Op  cit.,  PI.  79b,  and  Barrett  op.  cit.,  PI.  47. 
H.  R.  Marshall.  Armorial  Worcester  Porcelain,  op.  cit.,  p.  189. 

Hobson.  Cat.  of  the  Frank  Lloyd  Coll.,  op.  cit.,  cat.  no.  385.  PI.  80. 
Also  illustrated  in  Honey,  op.  cit.,  PI.  79a. 
H.  R.  Marshall.  Armorial  Worcester  Porcelain,  op.  cit..  p.  191. 

Rackham.  Op.  cit.,  cat.  no.  500. 
W.  B.  Honey.  Op.  cit.,  p.  170,  PI.  79c. 

Rackham.  Op.  cit.,  cat.  no.  496,  PI.  68.  where  he  says  'painted  by  the  same  hand 
as  the  mug  in  the  Frank  Lloyd  collection  no.  384  inscribed  "Lord  and  Lady  Sandys 
health  T.  G.  1759"  '. 

Rackham.  Op.  cit.,  cat.  no.  496.  PI.  68  (illustrates  flower  painting  on  reverse). 
Honey.  Op.  cit.,  p.  169,  PI.  76A  and  Barrett  op.  cit.,  PI.  18  (illustrates  the  mobbing 
of  the  owl). 

R.  L.  Hobson.  Cat.  of  English  Porcelain,  op.  cit.,  cat.  no.  V.  44. 
2'  Honey.  Op.  cit.,  PI.  76  B  and  C. 

R.  W.  Binns.  Op.  cit.,  p.  247. 

R.  W.  Binns.  Op.  cit.,  p.  203. 
^"  R.  W.  Binns.  A  Century  of  Poitinci  in  the  City  of  Worcester,  ist  Edition  (1865),  p. 
133- 


The  earliest  dated  sampler 


Jane  Bostocke's  gift  to  Alice  Lee 

Donald  King 


THE  innumerable  samplers  worked  by  schoolgirls  from  the 
seventeenth  to  the  nineteenth  century  are  the  most  familiar 
of  old  embroideries.  But  although  there  are  many  references  to 
samplers  from  1502  onwards,  actual  specimens  of  sixteenth- 
century  date  are  extremely  rare.^ 

No  doubt  the  schoolgirl's  neatly  arranged  sampler,  executed 
as  part  of  her  training  in  needlework,  has  always  had  a  certain 
decorative  value  and,  especially  if  signed  and  dated,  a  sentimental 
and  historical  interest  for  her  family  and  descendants,  which  have 
tended  to  preserve  it.  The  sixteenth-century  sampler,  on  the 
other  hand,  seems  generally  to  have  been  a  more  or  less  disorderly 
jumble  of  pattern-notes,  accumulated  by  an  older  needlewoman 
for  her  own  use.  Anonymous,  undated,  and  not  particularly 
decorative,  it  was  apt  to  be  discarded  as  soon  as  the  patterns 
ceased  to  be  fashionable. 

The  earliest  known  European  sampler  is  a  German  specimen, 
probably  of  the  first  half  of  the  sixteenth  century,  in  the  Victoria 
and  Albert  Museum.  The  same  museum  also  possesses  a  fme 
Italian  example  of  the  second  half  of  the  century.^  Small  English 
samplers,  possibly  of  the  late  sixteenth  century,  are  in  the  collec- 
tions of  Lord  Middleton,  Sir  John  Carew  Pole  and  the  Fitz- 
wiUiam  Museum.^  These  are  all  unsigned,  undated,  and  have  the 
irregular  arrangement  natural  in  a  collection  of  occasional 
memoranda. 

The  sixteenth-century  English  sampler  here  illustrated  for  the 
first  time  differs  from  these,  both  by  its  more  orderly  arrangement 
and  by  the  fact  that  it  is  signed  and  dated: 

lANE  BOSTOCKE  1 598. 

It  is  the  first  dated  sixteenth-century  samph'r  to  have  come  to  li}^ht, 
twenty  years  older  than  the  earliest  dated  sampler  hitherto  known,  a 
German  specimen  of  1618  {Victoria  and  Albert  Museum),  and  more 
than  thirty  years  older  than  the  earliest  dated  Eiiolish  specimen,  of  1629 
(Fitzwilliam  Museum).* 

This  sampler,  which  was  recently  acquired  by  the  Victoria  and 
Albert  Museum  from  a  private  owner  in  the  west  of  England,  is 
in  exceptionally  fresh  and  unfaded  condition.  It  is  skilfully  worked 
in  coloured  silks — chiefly  red,  brown,  green,  blue  and  white — 
with  the  addition  of  some  metal  thread,  seed  pearls  and  black 
beads,  on  a  piece  of  unbleached  linen  of  squarish  form,  unlike  the 
long  narrow  bands  which  were  generally  favoured  in  the  seven- 
teenth century.  The  stitches  employed  are  back,  tent,  cross,  arrow- 
head, chain,  satin,  plaited  braid,  coral  and  detached,  needlepoint 
filling  with  eyelet  holes,  pattern  couching  and  French  knots. 

The  arrangement  of  the  sampler,  with  'spot'  motifs  above,  and 
borders  and  all-over  patterns  below,  foreshadows  a  familiar 
seventeenth-century  type.^  The  'spot'  motifs  include  a  chained 
bear,  a  couchant  hind,  two  dogs  and  an  heraldic  leopard.  There 
was  also  a  small  elephant  with  a  castle  on  its  back,  which  can  now 
be  traced  only  from  the  stitch-holes,  since  the  silk  with  which  it 
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was  worked  has  rotted  and  fallen  away.  Since  the  larger  dog  is 
almost  exactly  reproduced  in  a  Flemish  sampler  of  1826,  it  must 
certainly  have  been  based  on  some  printed  model,  which  has  not 
yet  been  traced."  The  smaller  dog,  presumably  intended  as  the 
portrait  of  a  household  pet,  is  labelled  ivno,  recalling  the  panel 
with  the  dog  ivpiter  embroidered  by  Mary,  Queen  of  Scots, 
not  many  years  before  (Victoria  and  Albert  Museum).  Besides 
the  animals,  there  is  a  plant  with  yellow  flowers,  and  two  trees, 
one  containing  a  white  owl,  the  other  a  pelican  in  piety,  a  squirrel, 
and  another  bird  which,  like  the  adjacent  elephant,  has  rotted 
away.  The  motif  of  the  tree  with  a  pelican  in  piety  appears  also  in 
the  German  sampler  of  the  first  half  of  the  sixteenth  century, 
mentioned  above. 

Below  the  'spot'  motifs  are  three  lines  of  lettering,  commenc- 
ing with  an  alphabet  which  lacks  not  only  J  and  U,  like  most 
sampler-alphabets,  but  also  Z.  This  is  followed  by  the  signature 
and  date  already  mentioned,  and  by  the  statement,  in  larger 
characters : 

ALICE  :lee  :  was  :borne  :the  123  :of  :november  :be 
iNG  :twesday  :in  :the  :  after  :noone  :  1 596 
Such  an  inscription  is  unparalleled  in  early  samplers  and,  in  the 
absence  of  any  information  regarding  the  personages  concerned, 
we  can  only  speculate  on  the  reason  for  its  inclusion. 

An  extensive  collection  of  borders  and  all-over  patterns  fills 
the  lower  part  of  the  sampler  and  provides,  in  view  of  the  cer- 
tainty that  these  were  all  current  in  England  in  1598,  a  significant 
addition  to  our  knowledge  of  the  patterns  of  late  Elizabethan 
needlework.  While  a  few  of  the  patterns  can  be  paralleled  in  the 
small  group  of  sixteenth-century  samplers  mentioned  above, 
others  resemble  those  found  in  EngHsh  schoolgirls'  samplers  of 
the  seventeenth  century. 

This  sampler  is  thus,  in  several  respects,  transitional  between 
the  samplers  of  the  sixteenth  century  needlewomen  and  those  of 
the  later  school  tradition.  In  view  of  the  inscription,  and  the 
quality  of  the  execution,  it  is  unlikely  that  it  can  have  been  a 
school  exercise.  It  is  more  probable  that  it  was  made  by  a  skilled 
needlewoman  for  some  special  purpose  or  occasion.  One  possi- 
bility is  that  it  was  worked  by  Jane  Bostocke  as  a  birthday  gift  for 
the  little  girl,  Alice  Lee,  with  the  idea  that  the  patterns  might  be 
of  use  to  her  in  later  life. 

NOTES 

'  For  early  references  to  samplers,  see  Victoria  and  Albert  Museum,  Samplers, 
i960,  pp.  2-3. 

-  Victoria  and  Albert  Museum,  Samplers,  Figs.  59,  60. 

3  A.  J.  B.  Wace,  'English  Embroideries  belonging  to  Sir  John  Carew  Pole,  Bart.' 
in  The  Walpole  Society,  Vol.  XXI,  1933,  p.  54,  PI.  XXXI  (b).  Leigh  Ashton, 
Samplers,  1926,  Fig.  3. 

*  Victoria  and  Albert  Museum,  Samplers,  Fig.  61.  Embroidery,  December  1946, 
plate  facing  p.  4. 

5  Victoria  and  Albert  Museum,  Samplers,  Fig.  13,  etc. 
^  Artes  Textiles,  Vol.  V,  1959-60,  Fig.  41. 


:e,  1598.  Embroidered  in  coloured  silks  on  linen.  16 -8  x  14-8  in.  (42-5  x  37-5  cm.).  The  Victoria  and  Albert  Museu 
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Bourdon  House 

A  new  use  for  a  historic  Mayfair  building 


Theodore  Crombie 
( Art  Historian ) 


THE  names  Bourdon  House  and  Davies  Street,  London, 
commemorate  respectively  the  builder,  William  Burdon, 
and  the  heiress,  Mary  Davies,  through  whom  the  Manor  of 
Ebury,  on  which  Bourdon  House  was  erected  in  1723-25,  passed 
to  the  family  of  the  Dukes  of  Westminster  through  her  marriage 
in  1677  to  Sir  Thomas  Grosvenor.  Sir  Thomas  died  in  1700,  and 
his  wife  thirty  years  later,  after  a  long  retirement  in  the  country; 
so  that  contrary  to  one-time  popular  legend,  she  never  herself 
lived  in  the  house.  The  latter  has  remained  ever  since  in  the 
possession  of  the  Grosvenor  Estate,  and  was  used  as  his  London 
residence  by  the  second  Duke  of  Westminster  from  1926  until 
his  death  in  1953.  Episodes  in  these  fmal  years  of  private  occupa- 
tion have  recently  been  referred  to  in  the  Memoirs  of  his  former 
wife,  Loelia  Duchess  of  Westminster. 

Mary  Davies,  by  reason  of  her  aristocratic  suitors,  early  widow- 
hood, lawsuits  with  the  adventurer  Edward  Fenwick  (who 


claimed  to  have  married  her  in  Paris),  and  ultimate  mental  iUness, 
emerges  from  the  pages  of  her  biographer,  Charles  Gatty 
(Charles  T.  Gatty.  Mary  Davies  and  the  Manor  of  Ebiiry,  2  vols. 
Waverley  Book  Co.)  as  a  well-documented  and  romantic 
figure,  but  little  is  unfortunately  known  of  the  Burdon  family, 
beyond  the  dry  information  imparted  by  the  rate-books  that 
William,  in  1723,  was  the  Grosvenor  lessee  of 'two  houses  and  a 
stable-yard  in  Davies  Street'.  The  subsequent  evolution  of  Bour- 
don House  has  been  comparatively  uneventful  as  regards  famous 
residents  or  historic  events,  but  it  is  nevertheless  of  some  artistic 
interest,  and  the  actual  use  to  which  it  is  now  being  put  is  a 
particularly  welcome  and  appropriate  one.  William  Burdon's 
original  Georgian  house  (whose  architect  is  not  recorded)  has 
been  substantially  altered  and  added  to  in  the  nineteenth  and 
twentieth  centuries.  Yet  it  still  preserves,  by  virtue  of  its  detached 
site,  walled  courtyards,  and  mature  trees,  that  pleasant  flavour  of 
rits  in  iirbe  which  must  have  marked  the  emergence  of  the  early 
stages  of  the  Grosvenor  Estate,  from  the  fields  and  market 
gardens  between  Hanover  and  Berkeley  Squares. 

The  early  house  was  a  two-storey  brick  building  with  rusti- 
cated coigns  of  the  same  material  and  a  pedimented  south  front 
facing  the  garden  courtyard  and  what  is  now  Bourdon  Street, 
the  present  front  door  in  Davies  Street,  with  its  attractive  casing, 
being  then  at  the  side  of  the  building.  In  Davies  Street  also,  is  an 
arched  entrance  to  the  garden,  which  now  lies  rather  below  the 
new  raised  level  of  the  street.  The  original  Georgian  core  of  the 
house  has,  however,  been  added  to  in  Victorian  times,  when  : 
second  floor  and  attics,  with  round-headed  windows  and  a  reticu- 
lated brick  parapet,  were  superimposed  above  the  cornice  level 
More  recently  still,  an  entire  new  wing,  part  of  which  projects  tc 
form  the  east  side  of  the  garden  court,  has  been  built  along  thi 
Bourdon  Street  frontage.  The  elevational  treatment  of  this  sid( 
continues  and  matches  that  of  the  old  house,  but  many  change' 
have  also  been  made  at  the  back  of  the  building.  Viewed  fron 
Grosvenor  Hill,  Bourdon  House  emerges  as  a  complex  mass  o 
Victorian  and  later  additions  and  sub-divisions,  which,  alas 
effectively  mask  any  traces  of  the  eighteenth  century. 

This  radical  transformation  has,  inevitably,  led  to  some  adap- 
tation of  the  interior  layout  of  the  house.  The  front  door  and  hal 
now  give  on  to  Davies  Street,  and  the  fine  panelled  rooms  on  the 
garden  side,  the  larger  of  which  must  have  been  the  hall,  have  tc 
a  certain  extent  been  re-modelled.  The  present  front  staircase,  ir 
the  Georgian  manner,  is  a  later  installation,  and  extends  only  tc 
first  floor  level,  the  weU  being  continued  to  the  ne  w  roof  level  u 
a  series  of  circular  hanging  galleries  served  by  secondary  stair- 
cases at  the  rear  of  the  house.  On  the  first  floor,  along  the  garder 
side,  is  a  large  pine-panelled  drawing  room  with  finely  carvec 


Box  and  hardy  metal  palm 
trees  embellish  garden 
statuary  and  furniture  in  the 


Pine  panelling,  painted  whil 
curtains,  and  a  bowl  of  flat 
are  foils  for  elegant  French 


The  dining  room.  Through  the  doorway  at  right,  in  the  hall,  can  be  seen  a 
case  of  Renaissance  and  other  bronzes. 


frames  and  cornices,  while  a  smaller  sitting  room  to  the  north  has 
two  exceptionally  attractive  arched  recesses,  with  niches  above, 
surrounding  elegant  concave  doors. 

These  two  rooms  are  at  present  unused,  except  for  storage 
purposes,  but  the  dining  room  and  morning  room  on  the  ground 
floor,  together  with  the  staircase  hall,  have  recently  been  entirely 
redecorated  to  form  the  showrooms  of  a  new  department  of 
Messrs.  Mallett  and  Sons  (Antiques)  Ltd.,  the  Bond  Street  dealers, 
who  since  1958  have  enjoyed  the  lease  of  Bourdon  House  for  use 
as  workrooms  and  as  a  deposit  for  stock.  The  result  of  this  new 
enterprise  is  an  admirable  demonstration  of  how  effectively  a 
period  English  'country  house'  background,  can  be  made  to 
harmonize  with  and  enhance  the  fine  collection  of  continental 
furniture,  sculpture,  pictures,  and  objects  of  art  which  are  the 
speciality  of 'Mallett  at  Bourdon  House'. 

In  the  morning  room  (facing)  the  pine  panelling,  now  painted 
white,  sets  off  beautiful  commodes  by  Topino  and  Boudin;  two 
bronzes  by  Bouchardon  (recently  acquired  by  the  Metropolitan 
Museum);  a  plaster  figure  by  J.  B.  Pigalle;  and  a  sumptuous 
portrait  of  Miss  Bristowe  by  Michael  Dahl,  while  the  Ionic 
pilasters  and  elaborate  cornices  of  the  north  side  of  the  room, 


seem  to  echo  the  columns  and  heavy  entablatures  in  the  picture 
over  the  chimneypiece — an  architectural  fantasy  by  Lajoue.  In 
the  hall  the  visitor  was,  until  recently,  greeted  by  perhaps  the 
most  striking  of  all  Messrs.  Mallett's  recent  acquisitions:  a  life- 
size  'Hamadryad'  in  terracotta  signed  by  Coy se vox  in  1709, 
which  has  since  been  acquired  by  the  Ashmolean  Museum.  A 
case  of  fine  Renaissance  and  later  bronzes  stands  by  the  pcdi- 
mented  door  leading  into  the  L-shaped  dining  room,  where 
there  is  a  further  and  constantly  changing  stock  of  furniture, 
sculpture,  and  smaller  objects  of  vcrtu. 

The  final,  but  by  no  means  least,  feature  of  this  remarkable 
rehabilitation  of  Bourdon  House,  has  been  the  transformation  of 
the  paved  garden  into  an  out-door  showroom  for  Messrs.  Mallett's 
collection  of  antique  garden  statuary  and  furniture.  Beautifully 
laid  out  and  embellished  by  box  and  hardy  metal  palm  trees 
(the  latter  not  antique  but  a  decorative  new  species),  this  secluded 
oasis,  as  glimpsed  through  the  archway  from  Davies  Street,  is 
calculated  to  make  the  cares  of  even  the  most  preoccupied 
company  director,  Claridge's-bound,  seem  at  least  a  little  lighter. 
Indeed,  in  the  case  of  Bourdon  House,  business  could  not  have 
found  a  happier  environment. 
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A  Ruin  Room  by  Clerisseau 


Thomas  J.  McCoriuick  and  John  Fleming  (respectively  Art  Director,  Vassar  College,  U.S.A.,  and  author  of  Robert  Adam  and  his  Circle) 


CI  1  A  R  L  F  S  LOUIS  C  L  H  U  I  S  S  H  A  U  is  a  rather  inys- 
tcTunis  figure  in  tlio  history  of  cightccnth-cciitury  French 
art  and  areliitectiire.  He  was  highly  regarded  in  his  day:  he 
ninnbered  nianv  eminent  men  among  liis  friends  and  through 
them  and  his  pupils  and  patrons,  who  included  such  distinguished 
names  as  Robert  Adam,  William  Chambers,  Thomas  )effersoii 
and  Catherine  the  Creat,  he  exerted  a  wide  influence  on  architec- 
ture and  the  decorative  arts.  His  was  once  a  name  to  conjure  with 
on  the  banks  ot  the  Seine  and  the  'Fiber,  and  indeed  on  the  banks 
ot  the  Neva  and  the  james  as  well.  Yet  he  is  only  rememberetl 
todav  as  the  authcir  ot  an  unhnished  Aiiticpiik's  dc  hi  I-raiicc  and  of 
innumerable  sketches  ot  classical  antiquities  in  watercolour  and 
gouache. ' 

The  discoverv  ot  one  of  his  larger  and  more  ambitious  schemes 
ot  interior  decoration — long  forgotten  but  once  considered  to  be 
"une  des  curiositcs  de  Rome' — ma\  help  to  cxpl.im  w  in  he  was 
held  in  such  awe  by  the  cultured  world  m  the  mid-eighteenth 
century;  it  also  sheds  some  light  on  the  artistic  scene  in  Rome 
when  the  neo-classical  movement  was  at  its  height.  For  this 
decorative  scheme  was  completed  shortly  before  Clerisseau  left 
Italy  for  Pans  and  London  in  1766.  Before  considering  it,  how- 
ever, it  w  ill  be  useful  to  recount,  very  briefly,  Clcrisscau's  career 
up  to  this  date. 

The  son  ot  the  'plus  grand  parfumier  aux  gants  de  Paris', 
Charles  Louis  Clerisseau  was  born  in  1721  and  began  his  archi- 
tectural training  at  the  Academy  under  J.  F.  Blondel.  In  1746  he 
won  a  Prix  de  Rome  but  did  not  leave  Paris  for  Italy  until  1749. 
For  the  next  six  years  he  lived  at  the  French  Academy  in  Rome, 
then  housed  in  the  Palazzo  Mancini  in  the  Corso,  and  pursued  his 
architectural  studies  under  the  guidance  of  the  ruin  painter,  Gian 
Paolo  Pannini,  the  Academy's  prolessctir  dc  perspcctif.  In  1752  the 
director  ot  the  Academy,  Charles  Natoirc,  reported  that  he  had 
made  good  progress  under  Pannini :  his  scholarship  was  extended 
for  a  further  year  but  in  May,  1753,  he  fell  abruptly  from  favour 
and  was  threatened  with  immediate  expulsion  because  of  insub- 
ordinate behaviour.  He  and  David  Le  Roy,  the  future  author  of 
RuiiU's  lies  plus  heaiix  inointnictits  dc  la  Grecc,  were  thought  to  have 
encouraged  their  fellow  students  to  defy  the  authorities  over  a 
trivial  breach  of  academy  discipline. 

'C'est  une  cervclle  mal  montec',  Natoire  remarked  of  Cleris- 
seau, whose  character  he  described  as  a  combination  of  arrogance 
and  'zizanie'  and  whose  recent  behaviour  he  thought  attributable 
to  the  flattering  attentions  of  certain  English  patrons  and  fellow 

'  There  is  no  recent  account  of  Clerisseau.  For  a  general  bibliography  see  Thomas  J. 
McCorniick :  The  Ameriavi  Association  of  Architectural  Bibliof'raphers,  Publication 
iVi'.  II  (May  1958).  Mr.  McCorniick,  who  found  Clerisseau's  designs  for  the  ruin- 
room  in  Leningrad,  is  engaged  on  a  full-length  study  of  Clerisseau. 

I.  L.  G.  Blanchet.  Portrait  of  Fathers  Lesueur  and 
Jacquier  who  commissioned  Clerisseau  to 
decorate  their  cell  in  the  monastic  buildings  at 
Trinita  dei  Monti,  Rome.  Musee  des  Beaux  Arts, 
Nantes. 


students  in  Rome.-  Natoire  did  not,  unfortunately,  mention  any 
of  these  English  admirers  by  name  but  the  sculptor  Joseph 
Wilton  told  Robert  Adam  some  months  later  that  William 
Clhambers  'owed  all  his  hints  and  notions'  to  Clerisseau  and  it 
seems  likely  that  other  students  and  dilettantes  in  the  neo-classical 
circle  around  Cavin  Hamilton  may  have  been  among  his  patrons 
at  this  time. 

C^lerisseau  left  Rome  for  Paris  in  the  spring  of  1754  but  got  no 
further  than  Florence,  where  Joseph  Wilton  introduced  him  to 
KolxTt  Adam  111  January,  1755.  Atlam  described  hnii  in  his  diary 

-'  lor  CMerisseau's  career  at  the  French  Academy  in  Rome,  and  Natoire's  comments 
on  his  behaviour,  see  Dc  Montaiglon,  Anatolc  &  CJuiffrcy:  (Correspondence  des 
Directeurs  de  V Academic  de  France  a  Rome  (1Q09)  passim. 


as  'a  most  valuable  and  ingenious  creature  .  .  .  who  draws  ruins 
in  architecture  to  perfection';  and  in  a  letter  to  his  brother  James 
from  Florence,  dated  February  19,  1755,  he  wrote:  'I  have  found 
out  Clcrisscau,  a  Nathaniel  in  whom  there  is  no  guile,  yet  there  is 
the  utmost  knowledge  of  architecture,  of  perspective,  of  design- 
ing and  colournig  I  ever  saw  or  had  an\'  conception  of.  He  raised 
my  ideas.  He  created  emulation  and  tire  in  my  breast.  I  wished 
above  all  things  to  learn  his  manner;  to  have  him  with  me  at 
Rome;  to  study  close  with  him  and  to  purchase  of  his  works. 
What  I  wished  for  I  obtained.'  And  a  few  days  later  he  and 
Clcrisscau  were  on  their  way  south  to  Rome.^ 

For  the  next  eight  years  Clcrisscau  was  in  the  permanent  em- 
ploy of  the  Adam  brothers — tirst  of  Robert,  with  whom  he  lived 
in  Rome  and  travelled  all  over  Italy,  and  later  of  James  whom 
he  also  accompanied  on  the  Grand  Tour.  Their  debt  to  him  was 
considerable.  Meantime  he  had  also  been  cultivating  the  friend- 
ship of  the  leaders  of  the  neo-classical  movement,  Mengs  and 
Winckelmann,  and  soon  won  their  respect.  Winckelmann 
referred  to  him  fmiiliarlv  as  'unser  Clcrisscau'  when  writing  to 

^  Robert  and  |,iincs  Ad.>in"s  relations  with  tllcrisscan  arc  dealt  \\  ith  more  hilU  by 
lohii  Fleming  in  his  Robert  Ailiiin  lUnl  his  r/ri  If  in  Hiliiihiir^ih  and  Rome.  Robert  Adam's 
diary  and  letters  arc  here  quoted  by  kind  permission  of  Sir  John  Cllerk. 


2  and  3.  C.  L.  Clcrisscau:  designs  for  the  'ruin  room'  at  Trinita  dei  Monti 
Rome.  Hermitage  Museum,  Leningrad, 
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mutual  friends  such  as  Rciffcnstcin  and  Erdmannsdorf;  and  he 
corresponded  with  him  about  recent  archaeological  discoveries 
atter  Clerisseau  left  Rome  in  1766.  In  a  long  letter  of  1767 
Winckelmann  ended  by  remarking  that  he  had  recently  met  the 
Abbe  Farsetti,  for  whom  Clerisseau  had  designed  some  elaborate 
artihcial  ruins  in  the  grounds  of  the  villa  Farsetti  near  Padua,  and 
that  both  he  and  Farsetti  hoped  that  Clerisseau  would  soon  return 
to  Italy.  'Nous  nous  sommes  rencontre  dans  la  belle  chanibre  que 
vous  avez  peintre  au  Pere  le  Sueur,  habitce  maintenant  par  le 
Pcrc  Jacquet.  Jugez  si  nous  avons  parle  dc  vous  et  en  bonne  part? 
}e  dcsirois  beaucoup  que  vous  eussier  occasion  d'en  execute  une 
pareille  a  Paris;  elle  vous  feroit  siirement  honneur  .  .  .'' 

This  room  still  exists  in  the  monastic  buildings  belonging  to 
the  Order  of  the  Sacred  Heart,  which  stand  above  the  Spanish 
Steps  on  high  ground  between  the  church  of  Trinitadei  Monti  and 
the  villa  Medici.^  It  is  in  good  condition  but  is  difficult  to  photo- 
graph except  in  sections  (Nos.  4,  5,  6  and  7).  A  general  impression 
is  best  obtained  from  the  original  designs  which  are  now  preserved 
among  the  vast  collection  of  Clcrisseau's  drawings  in  the  Hermit- 
age at  Leningrad  (Nos.  2  and  3).  The  first  (No.  2597)  is  inscribed 
as  follows:  Vtic  d'line  chamhrc  composec  ct  peinte  a  Rome  par 
Clerisseau  pour  le  pere  le  Sueur  mathetnaticien,  hahitce  presentemcnt 
par  le  pere  jacquet.  Cette  chamhre  represente  le  debris  d'un  temple 
antique  dont  on  suppose  quun  hermite  a  voulu  (aire  son  habitation.  Les 
sie^^es  sont  en  forme  de  diferens  fragmens;  le  secretaire  represente  un 
Sarcophai^e,  ainsi  des  autres  meubles:  the  second  (No.  2598)  is 
inscribed  Vue  de  la  meme  cliambre  faisant  voir  les  autres  cotes.  Unfor- 
tunately, none  of  the  furniture  a  la  antique  has  been  preserved.  A 
slightly  more  detailed  description  of  it  by  Legrand  is  given  below. 

Though  to  our  eyes  as  fantastic  as  any  of  the  baroque  decora- 
tions in  the  same  vein,  such  as  Gregorio  de  Ferrari's  Sala  delle 
Rovine  in  Palazzo  Balbi-Grappello,  Genoa,  or  Giulio  Romano's 
extraordinary  painted  ruins  in  the  Palazzo  del  Te,  Mantua, 
Clerisseau's  room  made  a  rather  different  impression  on  contem- 
poraries. It  was  an  expression,  perhaps  the  most  complete  and 
clearest  that  has  survived,  of  that  anticomanie,  as  Diderot  called  it, 
which  lay  behind  the  whole  neo-classical  movement,  and  hence 
its  appeal  to  scholars  like  Fathers  Lesucur  andjacquier  (known  as 
'Diophane  et  Arithmeon'),*  who  commissioned  it,  and  Winckel- 
mann who  admired  its  archaeological  accuracy.  Winckelmann 
described  the  artificial  ruin  Clerisseau  designed  for  Farsetti's  park 
as  being  'plutot  le  portrait  d'un  monument  de  I'antiquite  qu'une 
composition  dans  le  meme  genre'  and  he  would  have  praised  this 
room  for  the  same  reason.  Clerisseau  did,  of  course,  take  pains  to 
avoid  archaeological  inaccuracies  but  the  spirit  which  inspired  the 
general  conception  is  nonetheless  picturesque  and  very  far  from 
the  so-called  'scientific'  attitude  of  mind  which  prevails  in  archaeo- 
logical circles  today.  It  suggests  that  Winckelmann  was  not  quite 
so  sober  in  his  approach  to  the  study  of  antiquity  as  might  appear 
from  his  writings.  Had  he  been  able  to  afford  it,  he  might  well 
have  commissioned  Clerisseau  to  decorate  his  own  study  in  a 
similar  manner  and  he  would  doubtless  have  found  it  an  inspiring 
atmosphere  in  which  to  write  his  Versucli  einer  Allegorie  besonders 
fur  die  Kunst  of  1766. 

That  Piranesi  should  have  admired  Clerisseau's  room  is  perhaps 
more  easily  understandable  today.   According   to  Legrand, 

"  For  Winckelinann's  correspondence  with  Clerisseau  see  Rchni  &  Diepholder: 
J.J.  IViiickelmami  Briefe  (igs^-j)  vol.  Ill,  pp.  344-49. 

^  We  are  grateful  to  the  Most  Reverend  Mother  Superior  of  the  Convent  at 
Trinita  dei  Monti  and  to  the  Rev.  M.  S.  Napier  of  the  Brompton  Oratory  for  much 
help  and  kindness  and  wish  to  acknowledge  the  'autorisation  spcciale  de  I'adniini- 
stration  des  Pieux  Etablissenients  et  des  Religieuses  du  Sacre  Coeur'  for  permission 
to  photograph  the  'chambre  du  perroquct',  as  Clerisseau's  room  is  now  called. 

For  Fathers  Thomas  Lesueur  (1703-1770)  and  Francjois  Jacquier  (1711-1788)  see 
Fourier-Bonnard :  Histoire  du  Couvent  de  la  Trinite  (1933)  pp.  178-186. 


Piranesi  intended  making  engravings  of  it  and  himself  assisted  in 
the  design  of  a  similar  room  for  the  Maltese  ambassador  in  Rome. 
For  Clerisseau's  room  had  such  a  success  d'estime  that  it  seems  to 
have  started  a  fashion  in  the  smarter  intellectual  circles  in  Rome 
and  Legrand's  comments  on  it  are  worth  quoting  in  full  if  only 
for  their  period  flavour.'  'Clerisseau  venait  de  transformer  en  une 
ruine  pittoresque  le  cellule  du  Pere  Le  Sueur  .  .  .  On  y  croyait  en 
y  entrant  voir  la  celle  d'un  temple  enrichie  de  fragmens  antiques 
cchappcs  ailx  ravages  du  temps;  la  voute  et  quelques  pars  de 
murailles  en  partie  ecroulees,  soutenus  par  de  mauvaises  char- 
pcntes  laissaient  percer  le  ciel  a  travers  et  semblaient  donncr 
passage  aux  rayons  du  soleil;  ces  effets  rendus  avec  savoir  et 
verite  produisent  une  illusion  complete.  Pour  y  aider  mieux 
encore,  tous  les  meubles  participaient  a  ce  caractere,  le  lit  etait  une 
vasque  richement  ornee,  la  cheminee  une  reunion  de  divers 
fragmens,  le  secretaire  une  antique  sarcophage  mutile,  le  table  et 
les  sieges  un  fragment  de  corniche,  et  des  chapitaux  renverses  et 
j  usque  au  chien  gardien  fidele  de  ces  meubles  d'un  nouveau 
genre,  etait  loge  dans  les  debris  d'un  vase. 

'Cette  fantaisie  d'artiste  eut  du  succes:  le  Baillie  de  Breteuil 
seigneur  fran^ais  ambassadeur  de  Malthe  a  Rome  voulut  aussi 
faire  decorer  sa  maison  dans  un  style  pittoresque,  et  employa 
quelques  annees  apres  les  talents  des  peintres  La  Vallee,  Poussin  et 
Robert,  si  connu  depuis  en  France  par  la  grace  de  ces  compositions, 
la  fecondite  de  son  imagination  et  son  etonnente  rapidite  d'execu- 
tion.  L'architecte  romain  Barberi  actuallement  a  Paris,  dirigeait 
les  travaux,  les  conseils  de  Piranesi  ne  leur  etait  point  inutiles  et  il 
resulta  du  concours  de  ces  artists  un  lieu  des  plus  agreables  que  les 
etrangers  s'empressaient  de  visiter,  et  qui  retinrent  le  nom  de 
Jardin  de  Malthe. 

'La  Marquise  Boccapaduli  Gentili  suivit  cet  exemple  et  fit  egale- 
ment  decorer  dans  ce  genre  ses  maison  de  ville  et  de  campagne,  ce 
qui  repandit  des  objets  d'agreement  au  milieu  de  ces  beautess  d'un 
style  severe  et  male  dont  Rome  etait  peuplee.' 

Legrand  goes  on  to  say  that  Piranesi  intended  to  engrave  all 
these  decorations  but  was  too  busy  with  other  work  and  had  to 
abandon  the  project.  This  is  all  the  more  regrettable  in  that  no 
other  records  of  these  decorative  schemes  have  survived,*  nor  is 
there  any  trace  today  of  another  room  decorated  in  a  similar 
manner  by  Giovanni  Francesco  Ricci  a  few  years  later  for  a  cer- 
tain Dr.  Checcacci  in  Florence  where  it  was  considered  sufficiently 
remarkable  to  warrant  a  short  notice  in  the  Gazzetta  Toscana.  In 
the  issue  for  December  15,  1770  it  is  described  as  being  'sul  gusto 
degli  Antichi  Romani,  con  colonne  di  verde  antico,  nicchie  e 
statue  d'ordine  Corinthio,  ora  si  vedono  alcuni  sepolcri  posti  fra 
alcune  rovine  d'acquedotti,  con  altretanti  frammenti  di  quella 
Architettura  con  urne  ed  altri,  il  tetto  arrichito  di  basso  rilievi  alia 
Greca'. 

There  are,  however,  some  earlier  designs  for  artificial  ruins 
which  are  no  less  closely  connected  with  Clerisseau's  room  at 
Trinita  dei  Monti  than  those  mentioned  above.  These  were  made 
by  Robert  Adam  when  he  and  Clerisseau  were  living  together 
in  Rome  in  the  1750's.  Two  drawings  are  of  interiors  (No.  8), 
strikingly  similar  in  style  and  conception  to  Clerisseau's  room  as 
their  inscriptions  indicate:  Une  cote  du  Temple  Ruine  et  restore  avec 
les  fragmens  antiques  and  Un  autre  temple  frequente  par  un  Hermit  et 
par  lui  change  en  chappelle.^  The  rest  foreshadow  Clerisseau's 

'  For  Legrand's  account,  dated  1799,  see  G.  Morazzoni :  Giovanni  Battista  Piranesi, - 
notizie  bioqrafiche  (1921)  pp.  70  et.seq. 

*  The  room  commissioned  by  de  Breteuil  was  in  the  Villa  di  Malta  (see  P.Pecchai: 
'La  Villa  dcllc  Rose',  L'Urbe  (1938)  vol.  xvi-xvii  pp.  23-33)  and  not  at  S.  Maria  del 
Priorato  as  supposed  by  Focillon  (Giovanni  Battista  Piranesi  (1928)  p.  116).  The 
room  no  longer  exists,  nor  do  those  in  the  palazzo  and  villa  Boccapaduli. 

*  Robert  Adam's  two  pen  and  ink  drawings  are  in  the  C.  J.  Richardson  Collection 
in  the  Victoria  and  Albert  Museum,  Nos.  3436-59  and  3436-60. 
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designs  for  Farsetti's  garden  near  Padua,  being  intended  for  use  in 
diversifying  landscape  parks  in  England'" — 'a  set  of  designs  drawn 
out  applicable  to  gardening,  with  ruins,  temples,  cascades  and 
groups  of  trees'  as  Robert  Adam  described  them  in  a  letter  from 
Rome  of  November  13,  1756.  (No.  9).  The  two  interior  designs 
were  later  adapted  for  the  same  purpose  when  he  was  com- 
missioned to  design  an  artificial  ruin  for  the  park  at  Kedleston  in 
1759  or  1760."  (No.  10).  All  these  drawings  illustrate  the  playful 
spirit  of  the  early,  picturesque  phase  of  neo-classicism  which  was 
cultivated  in  the  1750's  by  avant-garde  artists  in  Rome — the  spirit 
which  found  its  most  notable  expression  in  the  room  which  forms 
the  subject  of  this  article. 

Examples  of  these  designs  are  in  the  Sir  John  Clerk  Collection,  the  Soane 
Museum,  the  Metropolitan  Museum,  and  the  Pierpont  Morgan  Library,  New 
York,  see  John  Fleming.  'An  Italian  Sketchbook  by  Robert  Adam,  Clerisseau  and 
others"  Tlie  Cotiiioisscur.  November,  i960,  p.  194. 

Robert  Adam's  design  for  an  artificial  ruin  in  the  park  at  Kedleston  is  in  the 
C.J.  Richardson  Collection  in  the  Victoria  and  Albert  Museum,  No.  3436-49.  See 
John  Fleming,  The  Connoisseur,  November,  i960,  p.  194. 


H  (loft).  Robert  Adatn.  Design  for  an  artificial  ruin  in 
the  park  at  Kedleston,  f.  1759.  Viiloriii  and  Alherl 
Miisfii  ni. 

9  (below  left).  Robert  Adaiti.  Design  for  an  artificial 
ruin  in  a  park,  f.  1756.  Pierponl  Morgan  Library,  New 
York. 

10  (below).  Robert  Adam.  Design  for  an  artificial  ruin, 
c.  1756.  yidoria  and  Albert  Museum. 
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ART  AND  artifice' 

The  challenge  of  new  aesthetics  ^ 

Alastair  Gordon 


IT  cannot  be  escaped,  and  has  to  be  admitted,  that  the  old 
masters  had  superb  'hand-writing'  in  whatever  they  did, 
whereas  the  twentieth-century  masters  seem  to  go  out  of  their 
way  not  to  have  this  quahty  in  their  work:  perversely,  it  is  said, 
for  they  have  got  the  talent  and  ability  (as  their  early  academic 
work  shows)  but  discard  it  in  their  maturity.  From  Giotto  to 
Degas  there  was  a  skill  in  the  wielding  of  pen,  pencil  and  brush 
that  seems  to  be  scorned  by  the  pacemakers  of  twentieth- 
century  paniting.  Through  perfect  craftsmanship,  the  old  masters 
brought  a  degree  of  finish  to  their  work  which  is  never  seen  now. 
The  reasons  for  this  change  in  execution  can  best  be  explained 

(Right).  Jean  Honore  Fragonard.  La  Liseuse,  32  x  25^ 
inches,  c.  1776.  Parke-Bernet  Galleries,  New  York. 


by  examining  the  aims  and  objects  of  modern  art,  for  they  differ 
in  this  wise:  that  they  do  not  and  will  not  attempt  to  imitate.  To 
them  the  achievements  of  the  past  are  fulfilments  that  are  com-  i 
plete.  There  will  be  no  attempt  at  another  Sistine  Chapel  ceiling; 
Vermeer  has  said  all  that  can  be  said  about  light  falling  on  silk  (of  : 
course  he  said  a  lot  more  than  that  too) ;  Rembrandt's  com- 
passionate humanity  is  greater  than  anyone  can  seem  to  reach  { 
now.  ; 

Now,  in  this  century,  there  are  other  things  to  be  done, 
different  truths  to  be  postulated,  shifts  of  emphasis  from  the 
sophisticated  to  the  primordial. 
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1  lu'si"  mtHU'iii  tlicorii-N  an-  ou\\  new  (tor  there  is  notliiiii;  now 
umler  tl\o  Mm)  m  th.it  they  are  a  new  way  o\  lookiiiu;  at  olil 
tiuths:  iiMiallv  ver\  okl  truths,  taking  us  hack  bcyoiul  prunitive 
hennimnijs  to  the  nietaphysual  itselt.  1  hey  afe  eoneerneil  with 
the  nature  ot  Menik;  ain.1  the  analysis  ot  our  rehitmnship  to  the  in- 
tinite.  When  Pkasso  saul  that  he  detested  nnture,  I  suspect  that  it 
is  because  nature  unpinges  distraetingly  on  the  real  core  of  his  art, 
which  IS  moral. 

The  old  masters  were  uninhibited  i;loritiers  o\  ( lod  .iml  of  man 
and  of  nature.  Spirituality  was  expressed  by  physical  perfection 
(the  (ireek  ideal). 

The  ureat  iliviston  oi  opinion  m  the  contemporary  art  worhl  is 
that  this  was  and  is  the  i>nlv  v.ilid  art.  and  that  the  nioderns  arc 
ridiculous  to  dabble  in  anvthiiii;  else.  If  we  assume  for  the  moment 
that  this  is  sv\  then  it  can  be  seen  that  there  is  little  valulity  for 
modern  painters  to  tr\  and  be  i>ld  masters,  it  c.in  be  shown  by  a 
visit  to  the  lUn  al  Academy  summer  exhibition  followed  immed- 
latelv  bv  a  threepenny  bus  ride  to  the  National  (iailery.  1  he 
former  will  be  then  revealed  as  a  pastiche  of  the  hitter,  aiul  in- 
terior on  ever\  count.  The  Royal  Acadeiiu  is  a  favourite  Aunt 
Sallv  which  1  do  not  propose  to  try  and  knock  down,  for  much 
of  its  work  is  excellent  and  accomplished,  but  can  even  {^oo({ 
pasticheurs  ever  be  great  creative  influences?  The  Academicians 
are  trving  to  do  w  hat  cannot  any  longer  be  done  beautifully.  The 
pace  of  life  is  too  hist  and  the  climate  of  ideas  too  anxious,  fearful 
and  doubtful. 


'!  In-  old  masters  painted  the  way  they  did  bec  ause  what  they 
had  to  express  and  to  illustrate  tould  only  be  fulfilled  by  a  com- 
plete aiul  lovely  essay  of  physical  i (  prcsciiiaiion.  They  had  the 
time  to  do  this:  not  just  the  time  to  exe(  iiic  the  work  that  is  not 
particularly  significant  but  the  time  to  think  and  consider,  so 
that  the  months  tluring  which  a  painting  was  finished  with  the 
full  virtuoso  display  of  the  painter's  craft  was  the  logical  and  in- 
evitable conclusion  geared  to  a  mode  of  life  where  the  fastest 
means  of  communication  was  the  horse,  and  ideas  and  ideals  had 
time  to  grow  into  a  complete  realisation  of  visual  beauty. 

Long  before  Fragonard  painted  La  IJsciisc,  his  whole  thinking 
and  being  was  sufhised  with  the  civilisation  into  which  he  had 
been  born.  By  the  standards  of  the  eighteenth  century  this  is  a 
pin-up  girl.  The  vulgar  term  serves  to  underline  and  explain  the 
tlif^erence  of  emphasis  between  now  and  then.  I'icasso's  jacqiwliiic 
is  very  much  of  this  age,  taut,  watchful,  sophisticated,  sitting 
warily  in  a  metallic  world  of  conflicting  energies. 

Each  painter  has  been  ecjually  successful  at  making  a  statement 
about  his  own  age,  the  one  enviable,  perhaps,  the  other — salu- 
tary. In  execution  the  one  seductive  and  elegant,  the  other  jazzy 
and  disharmonic.  In  construction,  both  marvels  of  draughtsman- 
ship. 

But  is  Fragonard's  a  complete  work  and  Picasso's  only  an  ill- 
made  sketch?  Does  Fragonard,  on  analysis  have  more  to  say? 
So  far  as  dress  fashions  and  materials,  of  hair-styles  and  of  pub- 
lishers' formats,  he  gives  far  more  than  Picasso  both  as  history 


(Right).  Pablo  Picasso.  Afrn<- _/iU-./M«'/iric,  46J  ■  J5i;  inches  (3 
June,  1954).  .•lrfi.<!f'.<  CoUvction. 


Gerald  Honsoii 

(Above).  John  Latham.  Shaun,  loo  /.  48  inches.  A  construction 
of  old  books  fixed  on  a  wooden  frame,  and  painted.  This  work 
attempts  to  make  a  visual  representation  of  time  and  man's 
history  in  a  literary  context.  It  is  art  in  four  dimensions. 


and  decoration.  Deduct  these,  though,  and  strip  each  picture 
down  to  the  fundamental  bones  of  art  and  we  are  left  with  two 
penetrating  and  passionate  statements  about  two  different  girls  in 
two  different  ages.  Each  statement  is  full  and  complete,  no 
further  information  need  be  given. 

So  far,  so  simple.  It  is  when  one  becomes  confronted  with  un- 
usual materials  and  fantastic  constructions  that  the  doubts  con- 
cerning the  validity  of  the  avant-gardistc  as  an  artist  become 
heated  to  a  degree  of  bursting  into  flames. 

For  thousands  of  years  painting  has  been  an  art  limited  to  a  flat 
surface  on  which  paint  is  applied  with  brushes  or  other  instru- 
ments. The  paint  has  been  laid  on  smoothly,  mixed  with  various 
mediums  to  achieve  the  visual  illusion  of  textures,  light  and  so 
forth,  on  wall,  canvas  or  wood.  The  sculptor  has  carved  stone  or 
wood,  or  modelled  in  clay  and  cast  in  bronze,  iron,  etc. 

With  these  comparatively  simple  means,  employed  with  con- 
ventional artifice,  the  greatest  artists  have  been  able  to  work,  un- 
constricted  by  the  boundaries  of  their  medium. 

Why  then  must  twentieth-century  artists  go  'overboard', 
spilling  over  with  nightmare  inventions  and  outlandish  materials  ? 
Why,  too,  is  technical  accomplishment  held  in  such  disregard  ? 

The  second  question  can  be  answered  all  too  briefly.  Fragonard 
had  to  be  technically  accomplished  in  order  to  appeal  to  the 
senses  as  brilliantly  as  he  does  here.  The  modern  painter  paints 
the  senses  themselves.  Whether  he  is  figurative  or  non-figurative 
the  objectives  he  wants  to  achieve  are  not  the  flesh  and  clothes  of 
the  sitter  but  the  sitter  Herself  Image-making  takes  a  back  scat  in 
favour  of  Is-ness,  and  this  can  best  be  achieved  by  techniques  that 
are  more  extensions  of  the  mind  of  the  painter  than  the  fruits  of 
careful  craftsmanship.  This  is  not  hubris :  it  is  a  careful  discipline 
of  the  mind  rather  than  the  hand. 

Nevertheless,  there  is  no-one  of  sensibility  who  does  not 
deplore  lack  of  craftsmanship  in  the  modern  world,  be  it  paint- 
ing, cabinet-making  or  motor  car  manufacture.  But  there 
doesn't  seem  to  be  the  climate  for  it.  Those  who  deplore  this 
lack  would  probably  deplore  less  if  they  actually  had  to  turn 
their  hands  to  it  themselves.  To  make  a  chair  like  Chippendale 
means  waiting  several  years  for  the  timber  to  season,  and  that 
means  capital  lying  idle,  which  doesn't  suit  people  nowadays. 

The  artist's  capital  is  his  inspiration,  which  for  the  moderns 
requires  immediate — indeed  urgent — translation  into  paint, 
plaster  or  metal  in  order  to  retain  its  impact. 

Which  brings  us  back  to  the  first  question  about  materials. 

The  spiritual  ancestors  of  the  modern  artist  are  Freud,  Einstein 
and  the  philosophers  (Jung,  Adler,  etc.);  the  mind,  the  infinite, 
the  microscopic  and  the  astronomic.  Such  preoccupations  as  these 
force  the  artist  away  from  visual  representation  into  an  attempt  to 
communicate  that  which  cannot  be  seen  but  only  felt.  This  does 
not  require  him  to  be  abstract.  Many  of  the  most  thought- 
provoking  modern  painters  are  almost  uncomfortably  represent- 
ational. They  are  on  the  threshold  of  physical  and  psychical 
experiences  which  they  do  not  yet  fully  understand.  Hence  the 
outlandish  and  tortured  techniques  which  bring  in  ironmongery, 
weldings,  and  builders'  materials  Hke  wood,  concrete  and  glass. 


246 


1  hoic  sliouKl  he  no  disinay  at  tins,  tor  it  is  research  work  that  is 
the  puMuxTinv;  tor  the  hiture.  Miit  thoir  very  obscurity  is  revealiiu!; 
heeaiise  the\  are  i^ropini;  tliroui^h  il.irkness.  searJiinu;  tor  (ainl 
tuiilin^)  a  new  and  exi.  itini;  torni  ot  ht;ht.  It  they  tlo  not  tuut  it 
the\  have  tailed  both  themselves  aiul  us,  but  it  they  succeed  (aiul 
1  think  they  arc  succeeding)  they  w  ill  be  triumphantly  viiulicatetl. 

The  academic  or  traditional  artist  has  little  p.itience  with  this, 
linng  together  artists  m  the  opposing  camps  aiul  the  argument 
would  become  so  heated  that  they  would  be  likely  to  come  to 
blows.  This  is  not  stupidity,  but  it  is  wrong  thinking,  each  about 
the  other.  The  artist  cannot  by  nature  be  objective  about  his 
work.  Consider  an  artist  of,  say,  65  years  of  age:  be  he  academic 
or  avant-garde,  he  w  ill  have  made  a  long  and  detailed  study  of 
his  protession,  and  he  will  have  been  right  up  close  to  his  own 
personal  development  for  close  on  half  a  century.  If  he  is  any 
good  at  all  he  will  have  built  up  a  passionate  belief  in  the  truth  of 
his  chosen  direction.  Hut  to  be  involved  in  the  mental  and  physi- 
cal labour  ot  painting  or  sculpture  tor  such  a  length  of  time  is  im- 
possible without  a  singlemindedness  bc^rdering  on  the  fanatical, 
and  tanatics  are  very  dogmatic. 

Thus,  powerful  and  uncompromising  views  are  held,  and  these 
spill  over  into  the  lap  ot  a  bewildered  public,  who  do  not  know 
which  wav  to  look.  It  they  look  at  all,  they  prefer  to  look  at  what 
thev  know  rather  than  meet  the  challenge  ot  new  aesthetics. 

A  more  balanced  view  should  be  the  realisation  that  the  two 
aesthetics  -  the  old  ideas  and  the  new  ones  -  should  and  could  run 
parallel,  even  in  harness.  There  should  be  no  such  phrases  for  art 
such  as  old  or  modern,  traditional  or  new:  it  shtnild  be  called 
either  good  or  bad,  and  anyone  should  be  intelligent  enough  to 
decide  objectively,  using  the  well-worn  laws,  which  is  good. 

This  does  not  altogether  get  rid  of  the  fact  that  the  modern 
schools  are  not  acceptable  to  the  public.  It  is  a  dreadful  thing  to 
have  to  say,  but  they  are  too  esoteric  for  the  layman,  whereas  art 
be  for  everybody.  Because  of  this  the  proselytiscr  of 
modern  art  is  looked  upon  with  suspicion,  with  scorn  even,  and 
charged  with  insincerity. 

But  I  dare  to  believe  that  the  modern  schools  have  much  to 
otter  to  everyone  if  only  people  would  open  not  only  their  eyes 
but  their  minds.  I  do  not  suggest  that  it  will  be  the  same  feelings 
and  emotions  coursing  through  the  veins  at  the  Tate  Gallery  as  at 
the  National  Gallery.  No  work  of  art  can  be  uplifting  all  the  time 
to  a  single  individual.  Tired  and  hungry  on  a  wet  Friday  in 
February  and  Piero  delta  Francesca  may  be  the  right  panacea. 
Warm  and  energetic  in  June  and  Braque  may  be  just  the  thing. 
It  is  absurd  to  try  and  turn  on  art  appreciation  like  a  tap.  It  must 
be  allowed  to  talk  in  all  its  moods  to  all  of  our  own  personal 
moods.  Klee's  solemn  and  pompous  viaduct  arches  making  their 
pathetic  gesture  against  order  can  only  be  fully  appreciated  when 
one  is  in  a  wacky,  hilarious  mood,  which  in  turn  is  not  the  mood 
for  looking  at  Picasso's  terrible  earnestness  or  Fragonard's  subtle 
charm. 

That  the  moderns  are  justified  in  what  they  are  attempting 
should  not  be  denied  by  any  rational  person.  How  far  and  how 
deep  they  go  must  be  the  subject  of  another  article. 


(Above).  Paul  Klee.  Revolution  of  the  Viaduct,  6o 
Kunstlialle. 


50  centimetres.  Hamburger 
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I.  From  Sketch  Book  A. 


'Charles 
Beale  3^ 

Book.  1680' 

ELIZABETH  WALSH  describes  two 
hitherto  unknown  Sketch  Books  containing 
drawings  by  Charles  Beale,  junior,  and 
now  on  permanent  loan  to  the  British 
Museum  by  the  courtesy  of  the  owners,  Sir 
Samuel  Beale  and  Miss  Helen  Mary  Beale. 


2.  Thought  to  be  a  Self-portrait  of  the  artist.  From  Sketch  Book  A.  , 

IN  a  former  article  on  Mary  Beale,  the  first  Englishwoman  to  ' 
earn  her  living  as  an  artist,  mention  was  made  of  the  work  of  ; 
her  younger  son,  Charles,  some  of  whose  drawings  are  pre- 
served in  the  British  Museum  and  the  Pierpont  Morgan  Library, 
New  York. 

Although  Charles  Beale  is  known  as  a  portrait  painter  and 
miniaturist,  it  is  for  his  drawings  that  he  is  chiefly  remembered. 
There  is  nothing  quite  like  them  belonging  to  the  English  School 
of  the  seventeenth  century;  for  the  young  artist  drew  his  con- 
temporaries without  formality,  and  often,  one  suspects,  without  i 
their  knowledge.  j 

Some  of  the  following  facts  have  already  been  pubhshed  in  my 
former  article,  but  it  seems  necessary  to  repeat  them  in  view  of  ) 
the  new  material  available  which  forms  a  link  with  the  Beale 
drawings  in  the  British  Museum  and  the  Pierpont  Morgan 
Library.  ■ 

In  the  British  Museum  there  are  176  Beale  drawings  executed  || 
in  sanguine,  and  eleven  of  them  bear,  in  monogram,  the  letters  | 
CB.  There  are  seventy  similar  drawings  in  the  Pierpont  Morgan  | 
Library.  Sixty-nine  of  these  are  in  red  chalk  and  one  in  black 
lead,  but  none  bears  the  monogram.  Nevertheless  there  is  no  |i 
doubt  that  'son  Charles'  was  the  artist,  since  the  title  page  has  the  ' 
inscriptions  'Charles  Beale's  ist  Book,  1679'  and  'Charles  Beale  s  1| 
Book'.  I 

The  Directors  of  the  Pierpont  Morgan  Library  have  very  | 
generously  sent  photostat  copies  of  all  the  drawings  and  in-  '1 
scriptions  in  their  sketch  book  as  a  gift  to  the  British  Museum.  It  1. 
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3.  Fly-leaf  of  Sketch  Book  B. 

is  now  thorctorc  possible  to  compare  these  with  the  drawings 
already  there. 

1  am  greatly  indebted  to  Mr.  Edward  Croft-Miirray,  Keeper 
ot  the  Prints  and  Drawings  at  the  British  Museum,  for  allowing 
me  to  use  certain  facts  ascertained  by  him  in  connection  with 
the  Beale  drawings,  which  by  their  style  and  their  execution,  are 
undoubtedly  the  work  of  Charles  Beale,  junior,  and  not  of  his 
mother.  Mary  Beale. 

When  the  British  Museum  drawings  were  lifted  from  their 
mounts  it  was  tound  that  on  the  verso  of  each  drawing  was  an 
off-set,  which,  when  matched  page  by  page,  showed  the  draw- 
ings to  have  been  correctly  catalogued  by  the  Rev.  C.  M. 
Crachrode,  who  presented  them  to  the  Museum  in  an  album  in 
1799,  thus  proving  that  they  originally  came  from  a  sketch  book, 
or  sketch  books,  similar  to  that  in  the  Pierpont  Morgan  Library. 

It  was  not  thought  that  any  further  Beale  drawings  existed, 
except  for  a  few  in  well-known  collections,  such  as  those  at 
Windsor  Castle  and  the  Ashmolean  Museum.  Then,  on  23rd 
February,  1957,  Sir  Samuel  Beale  and  his  sister.  Miss  Helen 
Mary  Beale,  brought  tw^o  more  sketch  books  to  the  British 
Museum  and  offered  them  on  permanent  loan  for  the  benefit  of 
students.  I  am  most  grateful  to  Sir  Samuel  Beale,  and  his  sister, 
for  their  permission  to  use  photographs  of  some  of  these  latest 
drawings  as  illustrations  to  this  article. 

The  two  sketch  books  were  bought  by  Sir  Samuel's  father, 
for  by  tradition  their  family  believe  they  are  descended  from 
Mary  Beale,  the  artist.  Both  these  sketch  books  are  of  enormous 


4.  A  member  of  the  Sydenham  family.  From  Sketch  Book  B. 


interest.  Book  A,  lent  by  Miss  H.  M.  Beale,  is  in  its  original 
binding  and  is  kept  in  a  case  with  an  inscription  on  the  lid  stating 
that  the  contents  are  the  work  of  Mary  Beale.  But,  as  we  know, 
the  seventy  red  chalk  drawings  it  contams  arc  without  doubt  the 
work  of  her  son  Charles.  The  sketch  book  is  imperfect,  with  the 
fly-leaves  and  at  least  three  drawings  missing. 

In  the  Notebook  written  by  Charles  Beale,  Snr.,  on  the  blank 
pages  of  WiUiam  Lilly's  Almanack  for  1676-7,  and  now  in  the 
Bodleian  Library,  there  is  a  brief  entry  stating  that  he  paid  fd.  for 
two  paper  books  for  his  'sonns  to  draw  in'.  At  about  the  same 
time  he  bought  black  chalk  sharpened  at  one  end,  but  there  is 
no  mention  of  red  chalk,  in  which  the  bulk  of  the  Beale  draw- 
ings are  done.  The  frequent  entries  referring  to  purchases  of 
'chalk'  may,  however,  mean  that  the  colour  was  too  common  to 
require  specification. 

What  happened  to  these  paper  books  and  others  like  them? 
It  is  impossible  to  say  for  certain.  But  there  are  indications  that 
they  were  used  for  rough  sketches  w^hich  were  later  worked  up 
and  reproduced  in  a  finished  form  in  another  and  better  sketch 
book  with  a  leather  cover. 

We  do  not  know  anything  about  the  work  of  Bartholomew, 
the  eldest  son,  beyond  those  backgrounds  and  draperies  to  his 
mother's  pictures  which  wxre  recorded  and  paid  for  by  his  father. 
There  is  nothing  at  present  to  show  his  quaHr\-  as  an  artist;  but  as 
he  forsook  art  for  medicine,  it  might  be  that  he  was  onlv  fairlv 
competent  and  therefore  his  drawings  were  not  preserved  with 
the  same  care  as  those  of  his  gifted  younger  brother. 
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5-  The  Beale's  serving  maid  'Susan  Gill'.  From  Sketch  Book  B. 


From  the  style  and  execution  of  the  drawings  in  Book  A  it 
would  seem  to  be  one  of  these  rough  sketch  books  in  which 
young  Charles  Beale  caught  the  expressions  and  postures  of  his 
sitters,  knowing  that  he  could  improve  upon  them  at  leisure.  A 
very  typical  drawing  is  that  in  No.  i,  which  appears  several 
times  in  Book  A,  once  the  head  only,  and  then  once  in  a  finished 
state  in  Book  B. 

No.  2  is  thought  to  be  a  self-portrait  of  the  artist  and  there  is 
certainly  a  strong  likeness  between  this  drawing  and  the  small  boy 
portrayed  on  the  right  in  the  background  of  his  mother's  self- 
portrait  (see  No.  4,  The  Connoisseur,  March,  1953,  p.  5).  Yet 
another  portrait  thought  to  be  of 'son  Charles'  does  not  show  the 
distinguishing  warts  so  clearly  shown  in  No.  2. 

Although  both  books  contribute  to  our  knowledge  of  the 
Beale  drawings,  Book  B,  loaned  by  Sir  Samuel  Beale,  which 
contains  97  red  chalk  drawings,  is  particularly  instructive.  On  the 
first  fly-leaf  is  written  'Charles  Beale.  3d  Book.  1680'  (No.  3). 
And  on  the  second  fly-leaf  'Charles  Beale's  Book  ANo.  Domini 
1721'. 

The  second  date,  which  is  undoubtedly  in  Charles  Beale's 
handwriting,  would  seem  to  prove  that  he  was  still  alive  in  that 
year  and  did  not  die,  as  stated  by  Vertue,  in  1714  (Vertue  IV). 
Other  writing  on  this  page  is  not  in  the  same  hand.  The  date — 
'Mar.  28th,  1660/1' — was  probably  thought  to  be  his  correct 
birth  date  which  Vertue  gives  as  28th  May,  1660  (Vertue  V)  but 
which  appears  in  the  Register  of  St.  Dunstan-in-the-West  as 
1 6th  June,  1660,  with  his  baptism  given  as  June  23  rd. 
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6.  Probably  'Mr.  George  Baker,  the  Print  Seller'.  From  Sketch  Book  B. 


To  the  student  of  art  the  most  interesting  point  about  the  two  \ 

sketch  books  is  the  number  of  similar  drawings  in  both,  and  | 

their  varying  stages  of  completion,  together  with  the  number  of  i 

times  they  occur  in  the  collections  of  the  British  Museum  and  the  "' 

Pierpont  Morgan  Library.  But  to  the  historian  the  chief  interest  j 

lies  in  the  names  of  the  sitters  written  beside  the  drawings  by  the  i 
artist. 

A  few  have  Christian  names  only,  two  with  the  prefix  i 
'Mumping',  but  the  majority  have  been  given  surnames  which 
makes  it  possible  to  identify  some  of  them  and  to  conjecture  over 
others  with  the  help  of  further  sources  of  information. 

It  is  particularly  fortunate  that  this  sketch  book  is  dated  1680, 
and  therefore  overlaps  with  the  Notebook  of  1680-81,  written  i 
by  Charles  Beale,  Snr.,  and  now  in  the  National  Portrait  Gallery.  ■ 
In  this  Notebook  there  are  detailed  lists  of  all  Mary  Beale's  > 
sitters.  Those  under  the  heading  of  'Persons  of  Quality'  do  not 
appear  in  the  sketch  book.  Perhaps  'son  Charles'  was  not  present  j 
at  these  sittings,  or  was  too  busy  acting  as  his  mother's  apprentice  j 
to  snatch  any  time  with  his  own  piece  of  sharpened  chalk.  He  j 
may  even  have  been  forbidden  to  sketch  his  mother's  more  im- 
portant sitters  for  reasons  that  become  apparent  on  examining  i 
the  illustrations.  ■  j 

But  there  are  other  lists  in  the  1680-81  Notebook,  and  these'  * 

include  portraits  painted  by  Mary  Beale  for  'Studie  and  Improve-  • 

ment',  and  as  a  means  of  testing  various  types  of  cloth  and  canvas  | 
and  new  methods  of  priming  the  surfaces  which  Charles  Beale, 

senior,  prepared  for  his  'Dearest  Heart's'  use.  These  sitters  were  | 
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7.  'Mr.  Harris',  probably  the  'young  Mr.  Harris'  of  the  Notebooks,  son  and 
partner  of  'Old  Mr.  Harris'  the  Royal  frame-maker  and  picture  cleaner. 
From  Sketch  Book  B. 

mostly  the  Bcalcs  themselves,  their  studio  pupils,  and  servants.  A 
second  list  also  corresponds  with  the  sketch  book:  that  of 
relations  and  friends  from  whom  the  Beales  borrowed  when  in 
'great  straights  and  disappointment  of  money',  and  various  long- 
suffering  tradesmen  who  were  wilhng  to  accept  a  portrait  by 
Mary  Beale  in  full  or  part  payment  of  their  debts. 

As  Mary  Beale  specialised  in  child  portraits  it  is  not  surprising 
that  many  of  the  casual  sitters  who  came  regularly  to  her 
'Paynting  Roome'  were  children.  The  first  six  sketches  in  Book 
B  are  ot  a  small  girl  named  'Kcaty  Sands'  who  appears  in  the  list 
of 'Account  of  what  Pictures  my  Dearest  Heart  has  painted  upon 
Sacking'.  In  this  case  the  cloth  was  'an  onion  bag  web'd  hke 
sacking,'  and  Keaty  Sands  sat  twice,  once  while  Mary  painted 
her  'upon  the  least  size  but  one'  and  the  second  time  as  'Keaty 
Sands,  sideface,  least  size'.  And  while  his  mother  painted  on  the 
onion  bag,  young  Charles  drew  Kcaty  in  various  attitudes. 

Among  other  child  sketches  are  several  with  'Sampson' 
written  against  them.  It  seems  likely  that  he  was  a  son  of  the 
Beale  s  shoemaker,  since  an  entry  in  the  National  Portrait 
Gallery  Notebook  reads:  '23  Feb.  i68t:  pd  Mr  Sampson  our 
Shoemaker  for  2  paire  of  shoes  for  myself  (one  of  them  yt  day 
brought  home)  ^.    s.  d. 

00.   10.  00. 

There  is  still  owing  for  the  shoes  for  my  D.  Heart,  &  2  paire  for 
Thompson  Norris'. 

Thompson  Norris  was  the  Beale's  porter.  He  wore  a  livery, 


8.  'Mr.  More',  probably  William  More,  half-brother  of  John  More  the 
Divine.  From  Sketch  Book  B. 


which  the  Beales  bought  on  the  hire  purchase  system,  and  carried 
Mary's  portrait  to  and  from  her  clients.  When  not  portcring  he 
acted  as  general  handyman.  One  drawing  in  the  British  Museum 
collection  may  well  be  of  Norris  himself;  and  in  the  Sketch 
Books  A  and  B  there  are  two  children  against  whom  young  Charles 
has  written  'Norrice',  and  the  boy  appears  again  as  'Thompson' 
in  another  sketch.  Both  are  no  doubt  of  the  same  family. 

Members  of  the  Sydenham  family  also  appear  in  the  Sketch 
Books.  Dr.  Thomas  Sydenham,  the  famous  Parliamentarian 
Army  surgeon,  was  the  Beale's  friend  and  neighbour  in  Pall  Mall 
and  a  frequent  lender  of  small  sums  when  the  Beales  were  in 
desperate  need.  The  sketch  marked  'Sydenham'  shows  a  chubby 
little  boy,  who  very  obviously  was  a  blond  or  red-head,  for  his 
eye  lashes  are  shown  as  hght,  a  really  skilful  touch  in  a  charac- 
teristic drawing.  This  child  bears  a  distinct  family  likeness  to 
another  sketch  marked  'Mr  Sydenham'.  Whether  this  sketch  of 
the  elder  Sydenham  represents  the  forthright  Doctor  is  un- 
certain, but  the  Beales  were  so  particular  to  give  the  right  prefix- 
to  their  lending  friends  that  it  would  seem  to  be  some  other 
member  of  his  family. 

Relations  probably  include  the  small  girl  with  'Smith'  written 
beside  her;  for  the  'Smiths'  and  'Smythes'  scattered  through  the 
Notebooks,  written  by  Charles  Beale,  Snr.,  are  frequently  men- 
tioned as  'Cos'.  The  young  woman  depicted  as  'Svmonds'  was 
probably  'Cos.  Symonds'  daughter'.  Cos.  Symonds  was  the 
Beale's  landlord  and  the  Beales  were  usually  behind  with  the 
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9.  'Carter',  probably  son  and  partner  of  'Mr.  Carter  the  Colourman'. 
From  Sketch  Book  B. 


rent,  although  strenuous  efforts  were  made  to  raise  the  _^io. lo.o. 
per  quarter  for  'the  House  next  the  Golden  Ball  in  Pall  Mall'. 

One  of  the  most  dehghtful  sketches  is  that  of  the  Beales'  little 
serving  maid,  'Susan  Gill',  holding  her  besom.  There  are  several 
of  her  in  varying  postures  and  in  one  she  holds  a  tabby  cat, 
beside  which  young  Charles  wrote  'Poor  Puss  Bun'. 

Another  forceful  sketch  is  marked  'Baker'.  This  was  probably 
'Mr.  George  Baker,  the  Print  Seller',  who  was  painted  by  Mary 
Beale  'Upon  Studie  and  Improvement'  and  described  as  'done 
upon  a  3  yd.  Cloth  of  Sacking  exactly'.  Charles  Beale  Snr.  did  a 
certain  amount  of  business  with  George  Baker.  Not  only  did  he 
buy  prints  from  him,  but  there  are  indications  that  he  sold  him 
some  which  were  nnported  from  Italy.  Research  suggests  that  the 
grandparents  of  Charles  Beale,  the  elder,  retired  to  Italy  and  that 
he  stayed  long  enough  with  his  widowed  grandmother  to  learn 
the  language  thoroughly  and  to  become  something  of  an  expert 
on  ItaUan  art. 

This  interest  in  all  things  Italian  is  clearly  shown  throughout 
the  Notebooks.  It  is  especially  reflected  in  the  1676-7  book  at 
Bodley,  in  which  the  writer  borrows  two  sets  of  ItaUan  pictures 
for  his  'sonns  to  practice  by'  from  the  Royal  Collection  at  White- 
hall, by  permission  of  'Mr.  Wm.  Chiffinch'  that  custodian  of  all 
His  Majesty's  objects  d'art,  animate  and  inanimate.  Mention  is 
also  made  of  various  hves  of  Italian  painters  which  Charles  Beale 
Snr.  hoped  to  translate  into  English. 

The  name  'Rabson'  appears  on  the  top  left-hand  corner  of 


several  drawings,  but  does  not  appear  to  be  in  the  handwriting  of 
young  Charles  Beale.  His  writing  is  shown  on  the  right-hand  side 
and  reads  'T.  Porter'  or  just  'Porter'.  Whoever  he  was  this  sitter 
was  very  intimate  with  the  Beales  and  he  appears  many  times  in 
each  collection  (No.  6,  The  Connoisseur,  March  1953,  p.  6). 

It  is  probable  that  the  sketch  marked  'Mr.  Harris'  represents 
the  'Young  Mr.  Harris'  of  the  Notebooks  (No.  7).  He  was  the  son 
and  partner  of  'Old  Mr.  Harris',  frame-maker  and  picture 
cleaner  to  Charles  II,  from  whom  the  Beales  bought  the  majority 
of  their  own  frames,  and  to  whom  they  owed  several  sums  of 
money  for  long  periods. 

There  are  several  drawings  of  a  'Mr.  More'.  One  has  the  title 
'Mr.  More  ye  Great',  and  another  (No.  8)  shows  the  same  man  in 
a  rage,  real  or  imaginary.  There  were  at  this  time  two  men 
named  More  who  were  friendly  with  the  Beales :  John  More,  the 
Divine,  and  his  half-brother,  William  More,  whom  Mary  was 
painting  in  1680-81 — 'Mr.  More's  upon  a  3  yd  sack,  side  face'. 

In  the  same  Notebook,  after  a  list  of  priming  materials,  is  a 
mysterious  entry  in  brackets  '[Also  primed  15  Clothes  for  Mr. 
More]'.  As  far  as  is  known  John  More  was  not  a  painter,  but  from 
this  entry  and  the  number  of  sketches  done  of  'Mr.  More',  his 
brother  William  may  well  have  been  an  artist.  He  may  even  have 
been  a  pupil  of  Mary  Beale's;  for  she  had  several  at  this  time,  and 
no  one  other  than  an  artist  would  require  15  prepared  canvases. 
We  also  know  that  Charles  Beale  Snr.  made  the  paints  and  primed 
the  canvases  used  by  his  wife's  students,  and  that  they  paid  for 
them;  although  at  a  lower  rate  than  artists  such  as  Lely. 

Drawings  of  the  Carter  family  are  of  great  interest.  Vertue 
tells  us  (Vertue  V)  that  he  learnt  most  of  his  information  about 
the  Beales  from  'Mr.  Carter  Colourman  -  whose  father  and  him- 
self were  intimate  in  the  Beales  family'.  The  elder  Carter  was  the 
friend  and  rival  of  Charles  Beale  Snr.  They  were  both  experi- 
menting in  the  mixing  of  artists'  colours  and  the  Beales  bought 
many  of  their  raw  materials  from  'Carter',  who  also  did  much  of 
the  preliminary  grinding.  The  Carters  were  frequent  visitors  in 
Mary's  'Paynting  Roome',  and  the  Beale  boys  and  young 
Carter  were  children  together  (No.  9). 

'Mrs.  Carter'  would  appear  from  the  sketch  to  have  been  a  most 
formidable  character.  At  first  glance  it  would  seem  that  she  was 
given  to  making  grimaces,  but  a  member  of  the  medical  pro- 
fession gives  the  opinion  that  she  was  the  victim  of  a  facial  stroke, 
each  line  of  which  the  artist  portrayed  with  realism.  One  feels  that 
her  comments  on  life  were  shrewd  and  salty  and  her  stories  just 
a  little  too  spicy  at  times.  Also  from  the  angle  of  her  clay  pipe, 
there  is  little  doubt  that  she  was  the  seventeenth-century  coun- 
terpart of  a  chain  smoker. 

Everyone  who  studies  the  Beale  drawings,  with  their  lively 
characterization  and  economy  of  line,  must  regret  that  Charles 
Beale  Jnr.  was  only  able  to  practice  his  skill  as  an  artist  for  four 
or  five  years  owing  to  weakening  eyesight  (Vertue  IV).  This  was 
probably  due  to  a  severe  attack  of  smallpox  he  had  at  the  age  of 
four,  only  two  weeks  after  a  brick  had  fallen  from  a  building  in 
Fleet  Street  and  'cutt'  him  badly  on  the  head  and  face,  which 
may  also  have  been  a  contributing  factor  [Sanntel  IVoodJorde' s 
Diary,  1664). 

Vertue  tells  us  that  when  Charles  Beale  the  elder  died  he 
bequeathed  his  papers — and,  above  all,  those  Almanacks  inter- 
leaved with  his  notes  to  the  safe  keeping  of  his  friend  Mr. 
Carter  who  unfortunately  lent  them  to  'a  Scrub  painter  to  read, 
whose  goods  being  seized  on  they  were  sold  away'. 

Only  two  of  the  thirty-three  Almanacks  exist  today.  It  is 
possible,  however,  that  others  exist  but  their  value  has  not  been 
realised.  One  day  they  may  be  found  and  placed  on  loan,  like 
the  new  Beale  drawings  now  in  the  British  Museum. 
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The  Connoisseur's 

A  Hilliard  Miniature  for  Norwicli  :  Edward  Lear  : 
Coventry  Cathedral  Furnishings  :  Joan  Hodes 


Diary 


J I  S  r  lu>\v  imu  h  .(11  (.oiinoisscurs.  lollcctors 
and  students  should  he  indebted  to  the 
uitern.uionai  tine  art  trade  is  very  evident  in 
the  eurrent  CM.N.C^.A.  exhibition  at  the 
Victoria  and  Albert  Museum,  i'artieular  credit 
is  due  to  all  those  dealers  in  works  of  art  who, 
larsrelv  unheralded,  firstly  f  ind  works  of  national 
importance  and  subsequently,  often  at  some 
financial  loss  to  themselves  and  not  without 
sotuctiines  waiting  for  their  money,  are  public- 
spirited  enough  to  ensure  that  they  find  their 
way  to  a  national  museum. 

A  case  in  pv>int  is  the  (2-inch  oval)  miniature 
of  Sir  Thomas  Heme  by  Niduilas  Hilli.ird  here 
illustrated.  This  has  been  acquired  by  the 
Norwich  C'astle  Museum  through  the  C'romer 
Antique  Gallery  (Mr.  t.  P.  Levine).  No  doubt 
it  would  have  secured  a  sum  much  in  excess  of 
the  purchase  price  if  it  had  been  ottered  ou  the 
London  market.  But  as  it  was  of  special  interest 
to  Norfolk  Mr.  Levine  has  thus  ensured  that  it 
Slavs  m  the  county  to  which  it  rightly  beKmgs. 
it  is  inscribed  Sir  I'lio.  tlcnic  on  the  reverse  in 
contemporarv  script. 

An  Ironmonger 

Sir  Thomas  Heme,  Kt.,  of  Haveringland, 
Norfolk,  was  Sheriff  of  Norwich  in  1597  and 
Mavor  in  1604,  1609  and  1616.  By  trade  he  was 
an  ironmonger,  the  son  of  Cllement  Hyme,  who 
was  Mayor  of  Norwich  in  1 593.  He  was  knighted 
at  Greenwich  in  1609,  which  is  probably  the 
date  the  miniature  was  painted,  and  was  Sheriff 
of  Norfolk  in  1621,  the  first  instance  of  a  man 
having  been  sheriff  both  of  the  city  and  the 
county. 

The  inscription  on  his  tombstone  at  Havering- 
land  reads:  Tlio.  Hynw  miles  ct  dua  Sibilla  uxor 
adi'eitUiin  Jcsii  expectainus  (Sec  Cozens-Hardy  and 
Kent,  The  Mayors  of  Norwich,  1403-1835). 

It  is  interesting  to  note  that  Aucrbach,  in 
Nicholas  Hilliard,  quotes  the  following  from  the 
Will  of  Laurence  Hilliard  (p.  227):  'I  doe  giue 
by  waye  of  Leagacey  to  my  dafter  Lauranc  An 
Excelent  Limd  pccc  of  a  gentlniaii  dun  In 
mourning  One  Mr.  Hearne  by  naymc  wch  I 
vallue  at  thirty  pound  ' 

Mantegna  at  Mantua 

AN  exhibition  of  works  by  Andrea  Mantegna, 
shown  in  Mantua  last  autumn,  scored  a  remark- 
ably popular  success  and  drew  to  the  Palazzo 
Ducale  larger  crowds  than  have  been  seen  in  that 
great  empty  echoing  building  for  some  cen- 
turies. Indeed,  those  who  wished  to  study  the 
paintings  carefully  were  forced  to  rise  early  and 
apply  for  permission  to  visit  the  exhibition 
before   the  Mr/n'(/()»c-loads  of  eager  tourists 


descended  on  it.  More  than  fifty  paintings  and  .1 
handf  ul  of  drawings  and  prints  by  or  attributed 
to  Mantegna  were  assembled  from  both  sides  of 
the  Atlantic  to  provide  as  full  a  showing  of  this 
great  artist  as  one  is  ever  likely  to  see  under  a 
single  roof  The  exhibition  al.so  included  a 
scicction  of  paintings  by  Mantegna's  contem- 
por.irics  and  followers,  including  Giovanni 
Bellini.  Marco  Zoppo,  F-rancesco  Bonsignori 
and  Gorreggio — not  to  mention  many  far  less 
illustrious  names.  There  were  also  manuscripts, 
bronzes  by  the  Mantuan  court  sculptor  Antico, 
and  full-size  statues.  All  these  works  were 
illustrated  in  tlie  attractively  produced  catalogue 
compiled  by  Professor  Giovanni  Paccagnini  and 
published  by  Neri  Pozza  of  Venice  (now  avail- 
able in  a  third  and  corrected  edition). 

Mr.  Popham's  Book 

Although  it  contained  a  number  of  very 
beautiful  paintings  and  drawings,  the  exhibition 
proved,  from  a  scholarly  point  of  view,  to  be 
rather  disappointing.  For  it  could  add  little  to 
our  appreciation  and  knowledge  of  an  artist 
so  universally  esteemed  and  so  fully  studied. 
Several  pubhc  galleries  and  private  collectors 
had,  perhaps  wisely,  refused  to  lend  to  the 
exhibition  the  paintings  by  Mantegna  which  are 
among  their  most  precious  possessions.  It  was 
therefore  far  from  complete.  And  as  if  to  com- 
pensate for  the  lacunae,  a  few  very  dubious 
works  were  included.  Among  these  the  most 
interesting  was  a  group  of  terracotta  statues 
which  bear  a  superficial  likeness  to  the  figures 


Sir  Thomas  Heme,  Kt.,  of  Haveringland,  Nor- 
folk, by  Nicholas  Hilliard.  See  first  story  above. 


in  paintings  by  Mantegna  and  have  been 
attributed  to  him  (with  a  mass  of  largely 
irrelevant  documentary  references  by  Professor 
Paccagnini). 

The  text  of  the  catalogue  unfortunately 
leaves  much  to  be  desired.  It  is,  for  instance, 
characteristic  that  even  in  the  third  edition  a  long 
and  discursive  entry  for  (;orreggif)'s  early 
fresco  of  the  Deposition  (shown  in  the  exhibition 
together  with  its  recently  discovered  and  highly 
interesting  siiiopia)  includes  no  reference  to  the 
cartoon  for  one  of  the  heads  in  the  Picrpont 
Morgan  Library  or  to  Mr.  A.  E.  Pophatn's 
fundamental  book  on  Correggio's  drawings  in 
which  it  was  first  attributed  to  the  painter. 
Nevertheless,  the  catalogue  will  serve  as  a 
useful  record  of  the  exhibition  and  prove  of 
some  value  to  students  of  Mantegna. 

Lear's  Indian  View 

SINGE  the  war  the  reputation  of  Edward  Lear 
as  a  watercolourist  has  ceased  to  be  over- 
shadowed, as  it  was  in  his  lifetime  and  for  many 
years  after,  by  his  fame  as  a  nonsense-poet, 
author  of  that  classic  fantasy  'The  Owl  and  the 
Pussycat'. 

Although  his  drawings  are  so  numerous  (his 
many  expeditions  to  Italy,  Greece,  the  Middle 
East  and  India  resulted  in  the  production  of 
several  thousands  of  watercolours)  they  fetch 
high  prices  today.  As  a  painter  in  oils  Lear  is  less 
well-known.  The  picture  here  reproduced  has 
recently  been  acquired  by  the  Brighton  Art 
Gallery.  It  is  a  monumental  work,  which  reveals 
the  artist  as  a  painter  of  far  greater  stature  than 
has  hitherto  been  acknowledged. 

The  picture  was  one  of  the  fruits  of  the  last 
of  Edward  Lear's  painting  expeditions,  carried 
out  towards  the  end  of  his  life,  when  he  travelled 
in  India  in  1874-75  as  guest  of  his  great  friend 
Lord  Northbrook,  who  had  been  appointed 
Viceroy.  Lear's  Indian  Journal  (E.  Lear.  Indian 
Joumal.  Ed.  Ray  Murphy.  Jarrolds.  1953) 
records  his  impressions  of  his  visit  to  Gwalior. 
On  20th  February,  1874,  he  reached  the  river 
Chambal,  'a  fine  broad  stream  .  .  .  Approach  to 
Gwalior  fme,  a  long,  absolutely  isolated  rock, 
apparently  immensely  picturesque'.  After  visiting 
the  Residency  he  walked  to  his  bungalow 
making  on  the  way  'some  record-scraps  of  the 
vast  Gwahor  rock-fortress'.  The  day  after  he  set 
out  again  and  'looked  about  for  the  high  ruined 
gateway  on  a  detached  height,  which  I  had 
observed  on  coming  hither,  and  went  to  its 
summit.  The  view  thence  of  the  fort  of  Gwalior 
and  of  the  city  below  with  all  its  houses,  is  vastly 
like  that  of  the  AcropoHs  and  the  city  of  Athens 
heights,  and  immensely  lovely'. 


Impassive  Landscape 

It  was  not  until  1884  that  the  great  canvas  was 
completed,  when  Lear  was  seventy-two  years 
old.  By  tlien  the  fatigues  and  illnesses  of  the 
Indian  journey  had  receded,  but  there  remained 
undimmed  the  sense  of  the  immensity  and 
impassivity  of  the  Indian  landscape,  of  the 
luminous  over-arching  sky,  and  of  the  massive 
escarpments  of  the  mountain  fortress.  Distance 
and  time  now  heightened  the  picturesque 
overtones  and  undertones  of  the  scene,  expressing 
once  again  tlic  idea  of  India  as  a  timeless  romantic 
wonderland,  that  same  sense  which  some  seventy 
years  earlier  had  caused  to  be  built  for  the 
Prince  Regent  at  Brighton  an  Indian  dream- 
palace,  the  domes,  minarets  and  towers  of 
which  might  have  been  inspired  by  those  of 
some  such  mosque  or  palace  as  is  seen  in  Lear's 
painting,  gleaming  in  the  sunlight  beneath  the 
frowning,  shadowed  heights  of  the  hill--fortrcss. 

In  this  magnificent  work,  one  of  the  largest 
executed  by  Lear,  we  fmd  the  brilliance  of 
colour  and  drawing  and  the  romanticism  of 
mood  that  were  seen  in  the  work  of  Turner  and 


Bonington  early  in  the  century,  and  a  compre- 
hension of  space  that  is  rare  in  the  whole  pano- 
rama of  landscape  painting.  Lear  did  more  than 
achieve  the  ambition  of  his  inmost  thoughts, 
which  was  to  become  the  greatest  landscape 
painter  of  his  own  day;  he  kept  alive  the  true 
values  of  landscape  painting  at  a  time  when  the 
art  was  at  a  low  ebb,  and  with  this  noble  canvas 
he  proclaims  himself  one  of  the  great  masters  of 
the  English  landscape  tradition. 

Silver  for  Coventry  Cathedral 

LONDON  Goldsmith  Gerald  Benney  has  been 
commissioned  to  design  and  make  the  remaining 
altar  furnishings  for  the  High  Altar  of  Coventry 
Cathedral  in  the  same  style  as  the  ciborium  he 
made  some  time  ago. 

The  newly  commissioned  pieces  are  two 
chalices,  two  patens,  one  flagon  and  a  salver, 
all  in  silver  and  silver  gilt. 

Work  has  already  started  in  Gerald  Benney's 
London  workshop  and  all  six  pieces  will  be 
delivered  in  time  for  the  Consecration  Service 
to  be  held  on  May  25. 


View  of  Gwalior,  India,  by  Edward  Lear.  Oil  on 
canvas,  32  x  65  inches,  signed  and  dated  1884. 
Photograph  by  courtesy  of  Messrs.  Leggatt 
Brothers.  See  story  'Lear's  Indian  View'. 


The  chalices,  which  are  nine  and  a  half  inches 
high,  are  to  be  gilded  on  the  inside  and  decorated 
with  a  'gold  brick'  pattern  round  the  knop. 
The  flagon  is  eight  inches  high,  will  also  be 
gilded  on  the  inside  and  has  a  lid.  The  patens 
(6  inches  in  diameter)  will  have  gilt  tops.  All 
of  them,  including  the  ciborium,  are  being 
presented  to  the  Cathedral  by  private  donors. 

Gerald  Benney,  although  well  known  to 
readers  of  Tlie  Connoisseur  for  many  different 
types  of  work  in  other  fields,  has  also  designed 
altar  furnishings  for  Hereford  Cathedral, 
Chichester  Cathedral,  Chelmsford  Cathedral 
and  a  number  of  churches. 

Titian's  'Madonna'  at  the  National  Gallery 

THE  small  Madonna  and  Child  from  Titian's 
last  years,  which  came  to  the  National  Gallery 
in  1924  with  the  bequest  of  Dr.  Ludwig  Mond, 
has  now  been  fully  cleaned.  This  picture  was 
shown  in  a  partly  cleaned  state  for  three  months 
from  the  middle  of  August  last  year. 

Completion  of  the  cleaning  has  confirmed  in 
two  ways  what  was  already  partly  disclosed 
when  operations  were  suspended.  Firstly,  the 
colour  of  the  Madonna's  dress,  which  formerly 
appeared  grey,  is  now  revealed  with  a  wide 
range  of  blue  and  mauve.  Secondly,  the  picture, 
though  worn  in  places,  is  in  much  better  general 
condition  than  was  formerly  believed.  It  is  now 
on  view  in  Room  XVII D.  This  Room,  in  which 
works  of  the  Ferrarese  and  Brescian  schools  are 
normally  shown,  has  been  temporarily  hung 
with  paintings  by  Titian,  Tintoretto  and  Veron- 
ese. These  are  some  of  the  most  important  from 
Room  VII,  which  has  been  closed  for  several 
weeks  on  account  of  alterations  to  the  floor  and 
ceiling. 

German  Altarpiece :  Two  Fragments 

NOW  on  exhibition  at  the  National  Gallery, 
London  (Room  IX)  are  two  interesting  fifteenth- 
century  German  panels  which  recent  cleaning 
has  revealed  to  be  fragments  from  the  same 
altarpiece.  The  pictures,  each  measuring  3 1  x  19 
inches,  are  in  the  style  of  the  Master  of  Liesborn, 
a  painter  working  in  the  late  fifteenth  century 
in  Westphaha.  They  show  SS.  Dorothy  and 
Margaret,  and  each  saint  was  previously 
represented  alone  in  a  landscape  with  sky  above. 
Photographs  of  them  in  this  state  are  exhibited 
beside  the  two  cleaned  panels,  with  other 
documentation. 


Figures  near  the  Mint  Tower,  by  Isaac  Israels. 
Plate  14  from  an  extensive  illustrated  article  on 
the  sketchbooks  of  this  artist's  work  in  Vol.  XII, 
No.  2,  of  Bulletin  Museum  Boymans-van  Beunin- 
gen.  Their  publication  has  now  made  it  possible 
to  relate  many  of  them  to  more  finished  works, 
a  number  of  which  are  in  private  collections. 


I\-M\  xluiucvl  tli.it  tlu'  I.iihIm .ipcN  .mil  sky 
won-  .uKlitivMiN  m.uW  m  the  nmctiviitli  niiuiry. 
to  loiuoal  (.i.iiu.1^1-  .\iul  .iKo  tlu"  t.iit  that  the 
pii  tiiroN  were  only  tragments  o\'  ,\  single  nuii  h 
larger  whole. 

(.  le.uuni;  has  revealeii  liiai  these  two  saints 
were  i^ri^inailv  |Mrt  o\  a  loinposition  ot  six 
temale  saints,  prohablv  all  Virgin  Martyrs, 
seated  aronml  the  Madonna.  Altlu>ugh. only  a 
tew  seattered  patehes  ot' original  paint  underlay 
the  talse  landseapes,  sutVuient  remains  to  st.ite 
that  SS.  t  atherine  and  Agnes  were  present  ;  tor 
the  fvirmer's  wlieel  and  sword  and  the  latter's 
lamh  are  lunv  visible.  At  the  top  ot  eaeh  panel 
are  portions  of  the  drapery  of  the  MadiMina  who 
probably  held  the  Int'ant  on  her  lap.  S.  Clatherine 
was  nearby  and  is  likely  to  have  been  represented 
reeeiving  a  ring  from  the  Infant. 

The  whole  seene  was  probably  intluenced  by 
F  lemish  painting  of  the  same  period.  Both  there 
and  in  Cierman  art  the  subjeet  often  oecurs.  A 
photograph  of  a  rather  similar  type  of  pieture 
by  the  fitteenth-eentury  riemish  Master  of  the 
S.  Luey  Legend  is  e.xhibited  at  the  Callery,  to 
give  an  idea  of  the  original  eomposition. 

The  Art  of  Joan  Hodcs 

THli  lover  Clallery,  founded  in  19,^3.  in  the 
Everyman  Cinema  in  London's  Hampstead,  is  a 
small  gallery,  designed  originally  by  a  student 
from  the  Architectural  Association  as  the  result 
of  a  competition.  It  is  not,  in  essence,  a  commer- 
cial venture,  and  exists  to  serve  the  artist  and 
public  alike. 

This  is  a  gallery  which  deserves  to  be  more 
widely  known,  for  Mrs.  F-airf'ax-|ones.  who 
runs  it.  tells  me  that  many  artists  who  liave 
since  achieved  fame  originally  held  one  man 
shows  at  'the  Foyer'.  These  include:  Ben 
Nicholson.  Oswald  Blakeston.  William  Scott, 
Barbara  Hepworth,  Dereck  Hill.  Mary  Kesscl, 
Morley  Bury,  and  many  more. 

A  new  artist  to  the  London  scene,  who  is 
currently  holding  her  first  one  man  show  at  the 
Gallery,  is  Joan  Hodes.  Born  in  1925,  she  was  a 
student  at  the  Slade  and  at  the  Courtauld 


Jiim-  (Atiti(|uo  nciiiors'  F'air)  Number 
and  the  Helgrave  Library 

AM()N(i  tlu-  many  (ully  illusirated 
articles  whuh  will  appear  in  tlie  h""-' 
(A.D.r.)  number  are:  'A  C;hina  (^ase 
attributed  to  Thomas  C Ihippendale',  'A 
group  of  virtuoso  pieces  by  (^ari  Laberge', 
'Wine  Labels  in  the  Hnglish  Royal  Clollec- 
tion',  'Furniture,  and  Arms  and  Armour 
in  the  R.  T.  ("iwynn  Collection',  'Twenty- 
five  years  of  glass  collecting'.  The 
('oiiiioisfciir  will  also  give  more  extensive 
coverage  than  any  other  art  magazine  to 
works  of  art  which  will  be  for  sale  at  the 
Fair — which  will  be  opened  at  (irosvenor 
House,  London,  by  the  Duchess  of 
Beaufort  on  June  13  (closes  June  28). 

This  important  number  can  be  obtained 
from  the  Beigrave  Library,  22  Armoury 
Way,  London.  .S.W.iH. 


Institute  of  Art.  Later  she  was  tauglit  by  Oskar 
Kokoschka  and  subseiiuently  studied  in  Paris 
at  the  Academic  juliei). 

Somehow,  between  looking  after  a  husband 
and  three  children  in  Hertfordshire,  Joan  Hodes 
has  found  time  to  put  on  a  wholly  unusual 
exhibition  of  eighteen  drawings.  They  arc  done 
in  'craie  d'art',  a  special  coloured  chalk  which 
she  buys  in  Paris.  Many  of  the  drawings  now 
on  exhibition  have  been  done  in  France,  others 
in  I  lertfordshire  and  Suffolk. 

Judging  from  the  interest  shown  by  visitors 
in  the  work  of  this  new  artist,  I  predict  that 
Mrs.  Fairfax-Jones  has  picked  yet  another 
winner.  Joan  Hodes'  work  will  surely  soon 
appear  also  in  the  West  End. 

Gulbenkian  Foundation 

(d^NTS  to  a  total  of  some  /^i, 230,000  were 
made  by  the  Board  of  Trustees  of  the  Calouste 
Gulbenkian  Foundation  of  Lisbon  during  the 
six  months  ended  December  31,  1961.  This 
includes  grants  made  in  the  United  Kingdom 
and  British  Conmionwealth  of  over  ^(^200, 000 
and,  as  is  well  known,  a  large  proportion  of  the 
grants  made  by  this  generous  body  goes  to 
'helping  the  arts'. 

Under  this  heading,  the  Foundation  announces 
tlie  allocation  of  ^iS^'^oo  for  an  international 
exhibition  of  contemporary  painting  and 
sculpture,  principally  by  European  and  Ameri- 
can artists,  at  the  Tate  Gallery  from  April  to 
June,  1964:  and  ^3,500  for  three  years  (total 

10,500)  to  estabhsh  a  research  centre  in  art 
education  at  the  Bath  Academy  of  Art. 


(Left).  One  of  the  loans,  from  the  Sidney  Vaux 
collection  of  mechanical  toys,  to  the  Spring 
Antiques  Fair:  a  bird  musical  box.  (Right). 
From  Messrs.  Peel  and  Humphris'  spring  exhibi- 
tion catalogue:  an  early  eighteenth-century 
terracotta  statuette  of  Princess  Caroline  of 
Orange,  by  Jean-Baptiste  Xavery. 


Ci.  T.  C;.  Move 

MANY  ol  (he  old-established  London  !)iiMiiess 
liouses  dealing  in  works  of  art  have  close,  per- 
sonal association  with  their  clients.  To  name  a 
few:  S.J.  Phillips,  Agnews,  (^olnaghis,  Leggatt 
Brothers,  the  Parker  Gallery,  Tessiers.  All  have 
.ibout  them  the  informal  atmosphere  of  a 
'dub'.  They  are  pari  of  the  friendly  London 
scene.  Another  is  the  General  Trading  (Com- 
pany, a  business  which  has  constantly  remained 
in  the  well-known  family  of  Part. 

Those  who  originally  went  to  Graiitliaiii 
Place  for  interior  decoration  (and  china  and 
glass  for  wedding  presents),  and  English 
furniture  of  the  eighteenth  and  early  nine- 
teenth century  should  now  go  to  new  premises 
to  which  the  Cr.  T.  C.  has  moved  at  144  Sloanc 
Street,  London,  S.W.i.  The  antiques  depart- 
ment there  is  still  in  the  charge  of  Mr.  ('harlcs 
Part. 

Anniversary  and  a  Catalogue 

THIS  month  celebrates  the  fact  that  Messrs. 
Peel  and  Humphris,  Ltd.,  have  been  in  business 
at  their  Sculpture  Gallery  at  37  New  Bond 
Street,  for  twelve  months.  Also,  this  is  the  first 
London  gallery  devoted  solely  to  sculpture  since 
Durlachers.  To  mark  the  event  they  have 
published  a  new  catalogue,  an  illustration  from 
whicii  is  shown  on  this  page.  This  charming 
little  statuette  was  originally  in  the  Th.  Stuart 
Collection,  Amsterdam. 

Spring  Antiques  Fair 

A  FEATURE  of  the  current  Spring  Antiques 
Fair  (closes  April  14)  at  Chelsea  Town  Hall  is 
the  collection  of  loan  exhibits.  On  this  occasion 
the  loans  have  come  from  the  collection  of 
mechanical  toys,  one  of  which  is  here  illustrated, 
belonging  to  Mr.  Sidney  Vaux  of  Ilchestcr, 
Somerset.  The  Autumn  Antiques  Fair  will  open 
on  October  3.  Further  information  can  be 
obtained  from :  Heather  McConnell,  19  Hanover 
Square,  London,  W.i. 
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People,  places  and  flowers 

at  the  Leonard  Koetser  Gallery 


AF  T  E  R  a  winter  that,  to  Europeans  and  Americans  in  part- 
^icular,  has  seemed  longer  and  more  dreary  than  ever  before, 
It  is  with  some  rehef  that  we  emerge  into  the  sunhght  and  look 
on  the  flowers  now  freely  provided  by  nature.  It  is  also  the  season 
of  the  year  when  Leonard  Koetser  stages  his  Spring  Exhibition  in 
his  Duke  Street  (St.  James's),  London,  Gallery.  Here,  in  the  exhibi- 
tion now^  in  progress,  Mr.  Koetser  has  assembled  thirty-seven 
works  from  those  special  fields  of  Old  Master  paintings  for  the 
selection  of  which  he  has  now  such  an  international  reputation. 
As  is  customary,  Dutch  and  Flemish  masters  predominate,  whilst 
other  important  works  arc  included  to  suit  the  taste  of  connois- 
seurs and  collectors  of  the  Italian,  German  and  French  Schools. 
There  is  an  important  Tintoretto,  The  Martyrdom  of  St.  Sebastian; 
a  signed  and  dated  View  of  Marseilles  by  Claude  Joseph  Vernet 
(the  same  tall  lighthouse  can  be  seen  in  his  L'Entree  dti  port  de 
Marseille  in  the  Louvre) ;  a  Venetiau  Capriccio,  full  of  warmth 
and  grandeur,  of  the  entrance  to  the  Grand  Canal,  by  Jacopo 
Marieschi;  and,  rendered  with  that  masterly  romantic  touch  for 
which  he  achieved  such  a  widespread  reputation  on  the  Continent 
by  the  first  decade  of  the  seventeenth  century,  an  art-historically 
important  little  Tobias  and  the  Ar{^el  on  copper  and  an  Apollo  and 
Coroiiis  by  Adam  Elsheimer. 

However,  of  special  and  enduring  delight  arc  the  Dutch  and 
Flemish  paintings.  Lucas  van  Valckenborch's  Return  from  the 
Feast,  where  a  colourfully  dressed  group  of  peasants,  in  gay  mood 
their  voices  raised  in  song,  is  a  superb  piece  of  workmanship.  It 
has  all  the  artist's  mastery  of  luminous  colour  and  miniature-like 
precision  of  rendering.  This  is  applied  equally  to  the  People,  to 
the  Places  where  they  are  portrayed,  and  to  the  enchanting, 
sweeping  vista  seen  in  the  far  distance.  These  exquisite  and 
minute  renderings  of  far  distant  horizons  occur  again  and  again  in 
Mr.  Koetscr's  paintings,  especially  in  Jan  Brueghel's  Horsemen  and 
Wagqons  on  a  Country  Road,  in  Jodocus  de  Momper's  Rocky 
Mountainous  Landscape,  and  in  Philips  Wouvernian's  Travellers  on 
a  Road. 


As  always  in  Mr.  Koetser's  exhibitions,  we  are  intimately  con- 
cerned and  confronted  with  people — some  simple  peasants,  and 
others  elegantly  attired  aristocrats — and  with  gorgeous  bunches 
of  flowers.  Here,  as  in  a  Salomon  van  Ruysdael  Landscape,  a 
gallant  in  a  white-plumed  hat,  who  is  conversing  with  a  heavily- 
laden  peasant  woman,  is  caught  in  a  sudden  burst  of  sunlight.  Or, 
again,  as  in  Averkamp's  Pleasures  on  the  Ice,  the  social  importance 
of  the  eight  centrally-placed  figures  is  immediately  apparent  in 
their  tall,  black,  crowned  hats  and  white  cartwheel  and  fan- 
shaped  ruffs  and  rebatos.  Nor  could  many  mothers  be  listening  so 
intently  to  her  child  reading  as  that  depicted  in  Jacob  Duck's  The 
Reading  Lesson. 

And  now  the  Flowers,  and  still-life  subjects.  How  perfectly 
poised  are  two  pink  shrimps  and  an  elegant  silver  standing  dish  in 
Jan  Davidsz  de  Heem's  Still  Life;  where,  also,  pips  have  fallen  to 
the  table  from  a  glistening  half  orange.  How  simple  in  them- 
selves, yet  rendered  with  a  touch  which  is  hard  to  find  today,  are 


I.  Jacopo  Marieschi,  Venetian  Capriccio,  canvas,  20^  X  3i|  inches  (52  X 
80.5  cm.) 


Z.Jan  Vermeer  van  Haarlem,  Extensive  Landscape— View  of  Haarlem,  panel, 
12^  X  15  inches  (31.7  x  38.6  cm.) 


tlu"  ».|iMVcrini;  stalks  m.ii;iiitk\l  iii  tlu'  sttt  i  IiIik'  ot  tlic  glass  howl 
\vhui\  (.ont.iiiis  tlu'Mi  in  tloniolis  van  SpaL-iuloiii k's  I'loii'crs  in  o 
I  '.i.M'.  ate  likew  ise  iiuloliti'ii  ti»  Jan  Uriicglu'l  the  Younger  for 
being  one  ot  the  first  to  reiorJ,  m  his  Stiiiinur  i'lotirrs  iti  a  H'ichvr 
lUski  i  w  hat  the  earliest  known  variety  of  'Hukeil' carnation  looked 
like:  aiul  in  }-loii  t  rs  in  «/  (i/<;.v.s  I  \isi\  (an  IXiviils/  ile  I  leeni  has  eon- 
triveil  on  the  siile  ot  the  glass  vase  m  w  hich  they  staiul  a  nnnute 
reMeetion  ot  a  nearh\  ehiireh.  All  the  paintings  at  the  Koctscr 
liallerv  are.  in  tact,  reniiiulers  ot  the  noble  motives  which  have 
alwavs  inspired  Old  Master  art  and  ot  the  inspiration  given  by 
the  material  and  the  spiritual. 


3.  Claude-Joseph  Vernct,  View  of  Marseilles,  canvas,  28|  /.  38  inches  (73  / 
96.4  cm.),  signed  and  dated  1741. 


4.  Simon  de  Vlieger,  River  Scene,  panel,  2o|  x  28  inches  (52      71  cm.) 


S.Jan  Brueghel  the  Younger,  Summer 
Flowers  in  a  IVicker  Basket,  panel, 
11^  X  14J  inches  (29  '  37.5  cm.) 


An  outstanding  Fantin-Latour 
at  the  Hallsborough  Gallery 


ANYONE  who  has  been  a  regular  visitor  to  the  exhibitions 
held  at  the  Hallsborough  Gallery  under  the  title  Fine  Piiiiitiiios 
of  Four  Centuries  will  know  that  this  gallery  has  a  special  feeling 
for  the  work  of  Fantin-Latour,  and  a  flair  for  finding  superb 
things  by  him.  Two  examples  are  seen  here — the  picture  shown 
above,  also  reproduced  in  colour  on  the  cover,  which  has  just 
come  into  their  hands  (even  by  Fantin's  usual  standards  it  is 
strikingly  beautiful)  and  the  smaller  example,  taken  from  a 
previous  exhibition. 

Fantin  is  an  artist  who  makes  his  appeal  so  directly  that  we 
often  forget  to  ask  how  his  elfects  are  achieved.  And  when  we  do 
ask,  we  find  that  he  is  good  at  covering  his  tracks.  After  all,  what 
could  be  simpler  than  this  flowerpiece?  All  we  see  is  a  tall  vase 
with  an  informal  but  still  almost  symmetrical  bouquet  of  flowers 
in  three  colours :  reddish-mauve,  golden  vcllow,  and  white.  No 
accessories,  nothing  to  divert  our  attention.  Yet  here  is  a  picture 
which  seems  to  change  every  tinic  we  look  at  it,  and  \\hich 
draws  us  back  time  and  again. 

In  this  mood,  Fantin-Latour  comes  close  to  Chardin.  He  shares 
with  Chardin,  as  also  with  the  brothers  Le  Nain  and  Georges  de 
La  Tour,  that  pecuUarly  French  passion  for  everyday  reahty.  Not 
the  vulgar  reality  of  a  photograph,  but  a  humble  reverence  for 
the  substance  and  texture  of  things,  the  miracle  of  their  mere 


existence.  Looking  at  Clirysaiitliejies  Pompous,  we  experience  the 
flowers  far  more  directly  and  vitally  than  we  ever  would  if  we 
actually  saw  them  for  ourselves.  The  soft  and  apparentlv  shape- 
less mass  of  chrysanthemums  is  extraordinarily  plastic.  For 
example,  we  can  tell  at  exactly  what  distance  from  us  every 
flowerhead  is,  and  the  leaves  hanging  down  (which  the  artist  has 
not  even  bothered  to  strip  from  the  stalks)  define  for  us  the  posi- 
tion of  the  lip  of  the  vase.  And  the  texture  of  the  flowers  is 
contrasted  with  the  hardness  and  smoothness  of  the  vase  itself. 
This  tremendous,  though  unobtrusive,  plasticity  goes  with  a 
peculiarly  sensitive  feeling  for  the  envelope  of  air  which  encloses 
the  bouquet.  The  picture  is  tilled  with  diffiised  light,  the  flowers 
are  surrounded  bv  air.  Those  at  the  edge  of  the  bunch  shade  off 
with  the  most  delicate  possible  transitions — they  keep  the  soft- 
ness suitable  to  petals,  and  vet  are  visibly  more  solid  than  the 
atmosphere  around  them. 

This  tranquil  and  unflustered  ability  to  convey  the  essence  of 
phvsical  reality  is  something  which  is  given  to  very  few  artists. 
Fantin-Latour  did  not  retain  it  throughout  his  life,  as  is  shown  by 
the  disastrous  'imaginative'  compositions  of  his  later  years.  But 
this  picture,  which  is  dated  1873,  comes  from  his  very  best 
period,  when  his  talent  was  at  its  freshest.  Without  being  in  any 
way  Impressionist,  it  has  many  of  the  Impressionist  virtues — the 
airiness  and  sparkling  colour — without  sacrificing  that  classical 
feeling  for  volume  which  the  Impressionists  sometimes  too 
lightly  abandoned.  Fantin-Latour's  flowerpieces  are  now  both 
increasingly  rare  and  increasingly  sought  after.  Prices  at  auctions 
seem  to  have  risen  by  something  like  two  hundred  per  cent  in  the 
past  six  years.  The  present  picture  must  be  one  of  exceedingly 
few  which  remain  available.  Its  quite  exceptional  qualit}'  is 
therefore  all  the  more  astonishing. — Edward  Lucie-Smith. 
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(Above  left).  St.  Ciilheritif  >ind  St.  Miiry  Miti;d,ilctu\  by  Bernart  van  Orlcy,  panel,  32  21.J 
inches.  ^;8,400  (Christie's).  (Centre).  Viennese  lij,  inch  liifjh  enamelled  table  clock,  the 
clock  surmounted  by  a  Rotnan  warrior  finial.  /C231  (Christie's).  (Right).  One  of  a  pair 
of  CJeorj;e  I  strawberry  dishes,  y  inches  diameter,  by  David  Willaume,  Jnr.  /^2,6oo 
(Sotheby's).  (Below  left).  Silvir  teapot  on  lamp  stand,  with  contemporary  arms  of 
Hawkins,  v  inches  high,  by  Humphrey  Payne,  171 1  14.  /^.l.ooo  (Sotheby's).  (Below  right). 
Top:  Quarterly-repeating  verge  automata  watch,  unsigned,  the  reverse  enamelled  with 
a  kitchen  scene,  2[  inches  diameter.  /|l,522  (Christie's).  Bottom:  Quarterly-repeating 
musical  watch,  unsigned,  case  No.  1098,  with  cylinder  escapement,  2j  inches  diameter. 
/^,40*)  (Christie's). 
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International 
Saleroom 


(Left).  Spherical  astrolabe,  34  inches 
diameter.  Eastern  Islamic,  dated  1480/81. 
£3,600  (Sotheby's).  (Below  left).  Meis- 
sen group  of  the  'Dutch'  or  'Tyrolean' 
dancers,  by  J.  F.  Eberlein.  ;£i,890 
(Christie's).  (Above).  Emerald  and  dia- 
mond head  ornament.  ;{]io,500  (Chris- 
tie's). (Right).  Viennese  ivory  and 
enamel  casket,  15  inches  high,  15I  inches 
wide,  a  verge  watch  inset.  £546  (Chris- 
tie's). (Below).  An  early  Bow  group, 
from  a  model  by  J.  J.  Kaendler,  7]  inches 
high.  £850  (Sotheby's). 
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(Extreme  left).  Stipple  engraved  wine  glass,  by 
David  Wolff,  late  eighteenth  century.  jCido 
(Sotheby's).  (Left  above).  Chelsea  'Hans 
Sloane'  plate  painted  in  botanical  style  and  with 
caterpillars  and  insects,  9'^  inches,  red  anchor 
mark./;4io(Sotheby's).  (Left).  One  of  a  pair  of 
Meissen  parrots,  by  J.  J.  Kaendler,  4?  inches 
high.  jC991  (Christie's).  (Below).  Saltglaze 
10^  inch  high  model  of  a  garden  pavilion,  the 
rusticated  masonry  having  simulated  Gothic 
revival  doors  and  four  fluted  Tuscan  columns. 
£120.  (Sotheby's). 
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SELLING  AT  SOTHEBY'S:  (Left  to  right  above).  Bronze  bust  of  Lord 
Herbert  of  Cherbury,  by  Hubert  Le  Sueur,  28  inches  high,  dated  1631; 
terracotta  kneeling  angel,  closely  associated  with  Bernini  (see  The  Connois- 
seur, March,  i960,  p.  89) ;  Renaissance  bronze,  early  sixteenth-century 
group  of  Hercules  and  Antaeus,  by  Vittor  Camelio,  iij  inches  high.  (All 
selling  on  May  11).  (Below  left  and  right).  Edinburgh  from  the  Hermitage 
Glen,  by  Patrick  Nasmyth,  26J  ■  365  inches,  signed  (selling  May  2) ;  one  of 
a  pair  of  Pierre  Foulet  marquetry  commodes,  56  inches  wide  (selling 
May  II). 


SELLING  AT  CHRISTIE'S:  (Right).  Liberality,  by  Annibale  Caracci, 
black  chalk  heightened  with  white  body-colour,  1I7  8  inches  (selling 
May  7). 


Books  Reviewed 


UTAMARO.  ny  j.  Hillicr.  (loiidoii:  Pli.iidoii 
Ihrcss.  (>o$.  net.  102  pp.  no  nioiuxluomc  and 
17  colour  plates.) 

A MOVEMENT  seems  to  be  on  foot 
among  the  glossier  art  publishers  to 
magnify  themselves  at  the  expense  of  the  authors 
who  earn  them  most  of  their  daily  bread.  On  the 
cover  of  the  recent  magnificent  Skira  book  on 
Persian  painting  the  name  of  the  eminent  author, 
our  foremost  authority  on  the  subject,  was  not 
permitted  to  appear  at  all,  though  that  of  the 
publisher  was  prominently  displayed.  In  the 
book  under  review  die  same  thing  has  happened. 
It  is  surely  a  very  arrogant  and  wholly  unjusti- 
fiable assumption  that  a  prospective  buyer  is 
more  interested  in  the  identity  of  the  publisher 
than  in  that  of  the  author,  and  in  the  cases  of  Mr. 
Basil  Gray  and  Mr.  Hillier,  whose  names  arc 
sutVicient  to  give  authority  and  standing  to 
books  on  tlieir  chosen  subjects,  such  an  omission 
appears  as  a  very  foolish  and  quite  gratuitous 
slight.  Mr.  Hillier's  name  has,  indeed,  been 
allowed  to  appear  on  the  spine  of  the  dust- 
jacket,  tliough  we  may  be  quite  sure  that  he  had 
nothing  to  do  with  its  colour-scheme,  which  is 
violet  and  scarlet — the  two  very  colours  that 
make  the  Japanese  print  of  the  1870's  and  i88o's 
such  an  eyesore.  A  less  happy  choice  could 
hardly  have  been  made. 

But  the  book  itself  makes  ample  amends  for 
these  superficial  blemishes.  Amateurs  of  the 
Japanese  print  have  come  to  regard  Mr.  Hillier 
as  their  most  trustworthy  oracle,  and  expect  to 
fmd  in  his  writings  an  independent  and  vigorous 
approach  based  on  sound  scholarship,  famiUarity 
with  a  vast  mass  of  material,  and  the  rare  and 
enviable  insight  of  a  practising  artist  and  en- 
graver. They  will  not  be  disappointed  in  his 
latest  book.  Utamaro  was  one  of  the  very  first 
Japanese  artists  to  become  known  in  the  West, 
and  since  de  Goncourt's  study  of  1891  he  has 
inspired  a  considerable  number  of  European 
writers,  as  is  shown  in  Mr.  Hillier's  Biblio- 
graphy, which  is  confined,  quite  correctly,  to 
books  and  articles  giving  the  artist  special  or 
individual  treatment.  As  often  happens,  the  first 
writers  in  the  field  succeeded  in  establishing 
their  views  as  orthodox  and,  once  established, 
they  are  hard  to  eradicate.  Mr.  HiUier  has  done 
his  best  to  correct  the  traditional  picture  of 
Utamaro  as  a  decadent  roue,  personally  respon- 
sible for  the  decline  of  Ukiyoye  that  followed 
his  death.  He  was,  of  course,  in  many  ways  a 
typical  man  of  his  country  and  period — certainly 
no  puritan — but,  as  the  author  suggests,  the 
numerous  and  delightful  prints  of  his  later  years 
on  the  'mother  and  child'  theme  are  easier  to 
associate  with  a  happy  family-man  than  with  a 
worn-out  debauchee  interested  only  in  the 
pleasures  of  the  Yoshiwara. 

Mr.  Hillier  administers  another  corrective  to 
the  rosy  and  over-romantic  view  we  are  apt  to 
take,  under  the  influence  of  Utamaro  and  his 


fellow-artists,  of  everyday  life  in  Yedo  and  in 
Japan  generally  at  this  time.  He  points  out  that  it 
was  a  period  of  famines,  volcanic  eruptions,  and 
great  fires;  the  Tokugawa  government  was  that 
of  a  police-state  with  the  all-too-fn miliar  trap- 
pings of  repression  and  censorship,  informers  and 
torture.  But  one  may  perhaps  wonder  whether, 
after  all,  these  circumstances,  to  which  the 
Japanese  people  had  been  accustomed  for  cen- 
turies, did  cause  any  noticeable  cloud  of  depres- 
sion to  overhang  the  ordinary  citizen.  I  happened 
to  be  at  the  University  during  the  'Depression' 
of  the  early  1930's  when  there  was  certainly 
much  misery  and  not  a  little  hunger  in  the 
country,  but  (I  am  ashamed  to  say)  it  made  little 
or  no  impression  on  most  of  us,  and  the  innocent 
diversions  of  the  river  and  the  pubUc-house  con- 
tinued unclouded  and  unabated.  The  situation  at 
Yedo  in  the  late  eighteenth  century  may  not 
have  been  dissimilar. 

In  the  main  body  of  the  text  we  arc  taken 
through  Utamaro's  work  chronologically;  his 
apprenticeship  under  Toriyama  Sekiycn,  his 
early  actor-prints  in  the  Katsukawa  style,  and  the 
'Kiyonaga  period',  until  he  evolves  his  own  in- 
dividual style  in  the  long  series  of  prints  of 
women  by  which  we  know  him  best.  But  we 
must  not  forget  his  extraordinary  versatility  dis- 
played in  the  exquisite  masterpieces  of  the  'Insect 
Book'  and  its  fellows,  as  well  as  in  caricatures  and 
humorous  compositions,  experiments  with  the 
Kano  style,  and  the  delicate  landscapes  of  the 
'Silver  World'.  These  chapters  are  leavened  with 
plenty  of  background  material,  so  that  we  never 
lose  sight  of  the  general  setting. 

In  fact  Mr.  Hillier  has  given  us  a  good  rounded 
account  of  the  life  and  work  of  a  great  artist — 
not  only  a  great  Japanese  artist,  but  one  who 
takes  his  place  among  the  artists  of  the  world,  and 
who,  as  the  author  says,  'recorded  his  age  and  its 
pleasures  with  the  same  exquisite  sensitivity  that 
we  admire  in  Watteau;  this  man,  Utamaro,  was 
a  great  artist  by  any  standards'. 

Mr.  Hillier's  Japanese  orthography  conforms 
to  current  practice,  particularly  in  dropping  the 
once  familiar  'w'  from  such  names  and  words  as 
Kwaigetsudo,  Kwannon,  and  gwa  (though 
Kwansei  appears  on  p.  87).  Although  generally 
accepted  by  Japanese  language  scholars,  this 
seems  a  pity.  It  is  contrary  to  the  pre-Meiji  kana 
syllabary,  and  it  has  the  effect  of  vastly  increasing 
the  already  overwhelming  number  of  homo- 
phones in  romaji  Japanese.  Gwa  is  (or  was)  the 
pronunciation  of  Kyoto,  the  Imperial  Capital, 
the  city  of  art  and  culture;  ga  was  originally 
Tokyo  dialect.  To  exchange  the  former  for  the 
latter  is  like  altering  our  spelling  (and  pronunci- 
ation ?)  oi  shame  to  shyine  because  that  is  the  pre- 
valent usage  within  sound  of  Bow-Bells.  Let  the 
practitioners  of  'modem  colloquial',  the  tourist 
guides  and  the  commercial  travellers,  do  what 
they  like,  but  let  lovers  of  Japanese  art  cling  to 
the  dignified  and  famiHar  Kwarmon,  leaving 
Kannon,  with  its  overtones  of  law,  war,  and  the 


Church,  to  philologists  and  other  pedestrians. 

The  illustrations  arc  large  and  plentiful,  and  of 
Phaidon's  usual  high  quality.  A  page  of  repro- 
ductions of  Utamaro's  signature  at  various  stages 
of  his  career  would  perhaps  have  been  a  useful 
illustration  of  the  author's  remarks  on  dating 
problems,  and  a  guide  for  collectors.  There  is, 
alas,  no  index. — B.  W.  Robinson. 

ARCHITECT  AND  PATRON:  By  Frank 
Jenkins.  (Published  for  the  University  of 
Durham  by  Oxford  University  Press.  35s.  net.) 

THE  principal  revelation  of  this  interesting  book 
is  that  the  professional  architect,  as  we  know 
him  today,  is  of  comparatively  recent  birth.  In 
the  Middle  Ages  a  holy  abbot  or  an  ambitious 
baron  might  decide  that  a  new  church  or  new 
castle  was  needed,  and  the  work  would  be  put 
in  hand  by  an  army  of  craftsmen,  each  of  whom 
might  be  designer  and  executant  of  his  pres- 
cribed contribution.  Accordingly  up  would  go 
the  building  by  a  happy-go-lucky  piecemeal 
process.  By  the  middle  of  the  sixteenth  century 
a  rich  employer,  like  Lord  Burghley,  would 
either  supply  his  own  sketches  or  get  an  agent  to 
draft  them  for  him  while  confidently  hoping  that 
the  completed  palace  would  be  something  like 
what  he  had  in  mind.  Towards  the  end  of  the 
century  'surveyors'  arrived  on  the  scene.  Of 
such  were  members  of  the  Smythson  and  Arnold 
families,  Robert  Lyminge,  Robert  Stickles  and 
Thomas  Thorpe.  They  were  experts  often  called 
in  by  an  owner  to  help  over  particularly  tricky 
details,  the  addition  of  a  cupola  or  porch  and  to 
interpret  the  classical  orders  in  a  rudimentary 
manner.  At  all  events  the  owner,  when  a  man  of 
substance,  played  a  major  part  in  the  operations, 
and,  by  means  of  his  steward,  controlled  the 
workmen  directly. 

The  advent  of  Inigo  Jones  however  initiated  a 
change  to  methods  of  building  which  for  gener- 
ations had  been  customary  in  Renaissance  Italy. 
For  a  hundred  and  fifty  years — that  is  to  say 
until  the  middle  of  the  eighteenth  century — the 
greatest  architects  in  England,  Jones  himself, 
Pratt,  Wren,  Vanbrugh,  Kent,  were  artists 
rather  than  trained  practitioners.  At  the  same 
time  these  men  were  scholars  of  ancient  archi- 
tecture; to  them  the  classical  orders  became  the 
essence  of  their  art  instead  of  remaining  decora- 
tive accretions.  In  addition  to  these  artist-archi- 
tects there  were  several  lesser  sorts  of  architects 
at  work  who  had  risen  fi'om  the  humble  trades 
of  carpenter,  mason  or  bricklayer. 

There  is  no  disputing  that  the  finest  buildings 
of  the  English  eighteenth  century  were  the  coun- 
try houses  produced  by  enlightened  patron  and 
artist-architect.  By  this  simple  and  usually  happy 
parmership  the  minimum  fiiction,  dissension 
and  frustration  were  engendered.  When  towards 
the  end  of  the  century  country  house  practice 
largely  gave  way  to  the  call  for  public  buildings 
the  patron  tended  to  be  a  corporate  body  or 
committee.  In  consequence  the  architectural 
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results  were  often  less  sarisfactory.  The  old 
autocratic  patron  was  changing  into  the  diffident 
chent.  The  artist-architect  was  changing  into  the 
confident  professional  man.  Instead  of  a  sub- 
servient social  being  seeking  patronage  we  find  a 
qualified  expert  whose  services  were  being 
sought. 

Mr.  Jenkins's  chapter  on  Patronage  and  Taste 
in  the  Nineteenth  Century  is  perhaps  his  most 
instructive,  although  the  emphasis  is  laid  on  the 
last  rather  than  the  first  quality  which  by 
Victoria's  reign  had  dwindled  considerably.  His 
concluding  assessment  of  the  Modem  Scene  is 
both  wise  and  impartial.  Is  it  however  imperti- 
nent for  the  interested  layman  to  enquire 
whether  the  architect  has  not  today  got  every- 
thing a  httle  too  much  his  own  way?  The  Re- 
gistration Act  of  1938  marked  the  culmination 
of  his  professional  authority.  No  client,  no 
critic  can  make  any  impression  upon  the  im- 
pregnability of  his  position  behind  the  defences 
of  the  Royal  Institute  of  British  Architects.  Nor, 
it  seems,  can  either  direct  or  deflect  in  the  least 
degree  the  'taste'  which  is  all  of  the  architect's 
devising.  Such  an  assured  impregnability  does 
not  promise  originaUty  of  ideas  and  designs.  And 
indeed  the  future  of  the  architect  seems  an  in- 
fertile and  circumscribed  one  if  Mr.  Jenkins's 
assessment  is  to  be  accepted.  'It  is .  .  .'  he  says,  'in 
the  interpretation  of  human  personahty  and  its 
environmental  requirements  that  the  architect 
can  make  his  own  province,  outside  those  of  the 
structural  engineer  and  building  scientist.' 
Surely  the  contribution  is  not  enough.  We  now 
hear  no  further  mention  of  the  artist's  role  (in- 
cidentally Mr.  Jenkins's  constant  omission  of  the 
circumflex  is  an  Americanism)  in  architecture. 
But  then  this  book  is  not  a  prognosis,  but  a 
learned  and  very  hvely  history  of  the  relationship 
between  the  men  who  paid  for  and  the  men  who 
constructed  the  great  buildings  of  England's  past. 

Two  small  errors  call  for  correction  in  a 
future  edition.  There  was  no  Sir  James  Wyatt- 
ville,  but  a  Mr.  James  Wyatt  and  his  nephew  Sir 
Jeffry  Wyatville;  and  the  last  war  is  generally 
believed  to  have  ended  in  1945. — James  Lees- 
Milne. 

GAMLE  BORGERHUS  I  BERGEN.  (OLD 
BERGEN  DWELLING  HOUSES):  By 
Kristian  Bjerknes.  (Universitetsforlaget, 
Bergen  and  Oslo  1961.  4to.  167  pp.,  ill.  With 
an  EngUsh  Summary,  los.) 

ANYBODY  who  has  visited  Bergen  has 
almost  certainly  been  charmed  by  its  pretty 
white  wooden  houses  with  their  gaily  sloping 
roofs  and  handsome  architectural  detail.  Even 
more  than  the  imposing  and  fme  monuments  of 
Haakonshallen  and  St.  Mary's  Church,  these 
give  the  town  its  charming  personality.  Until 
quite  recently  the  houses,  most  of  which  date 
from  the  eighteenth  century,  have  been  used  and 
Uved  in,  but  they  are  now  rapidly  falling  into 
disuse.  In  order  to  preserve  at  least  some  of  these 
characteristic  old  dwellings  firom  Norway's 
most  sophisticated  urban  milieu,  the  open  air 
museum  of  'Gamle  Bergen'  (Old  Bergen)  has 
been  established  on  the  outskirts  of  the  city  itself. 
Here  especially  fme  and  typical  examples  have 
been  re-erected  in  an  appropriate  setting. 


Director  of 'Gamle  Bergen*  is  the  distinguished 
architect  and  historian,  Kristian  Bjerknes.  In  the 
book  under  review  he  has  set  dovra  the  results  of 
many  years  of  observation  and  research  into 
the  domestic  architecture  of  Bergen. 

The  chief  part  of  his  book  consists  of  detailed 
analyses  of  more  than  sixty  houses.  Mr.  Bjerknes 
has  gone  far  beyond  the  study  of  pretty,  period 
details  and  external  features,  and  has  gone,  right 
to  the  heart  of  the  matter — the  plan.  He  has  been 
able  to  distinguish  three  main  types.  The  three- 
room  plan,  with  its  elementary  form,  must  go 
back  very  far  into  history.  The  house  with  the 
asymmetrical  plan  (a  corridor  running  along  one 
side),  seems  to  have  been  generally  accepted  in 
Bergen  after  the  great  fire  of  1702.  Finally,  the 
symmetrical  plan,  which  was  fashionable  in 
Bergen  during  most  of  the  eighteenth  century, 
must  be  interpreted  as  a  provincial  variety  of  the 
Baroque  type  of  centrahzed  building — it  is  the 
authoritative  voice  of  Versailles  which  echoes 
down  the  idyllic  lanes  and  alleys  of  Bergen. 

Mr.  Bjerknes  also  discusses  some  more  ambi- 
tious buildings,  which  fall  outside  any  group  or 
system;  the  prettiest  of  these  being  the  summer 
houses  of  the  rich  Bergen  merchants  of  the  late 
eighteenth  century.  In  a  short  chapter  he  deals 
with  the  developments  of  the  last  century,  when 
modem  luxuries,  Uke  the  closed  kitchen  range, 
water  mains  and  gas  lighting  first  came  to 
Bergen  homes  and  simultaneously  a  new  pro- 
letariat of  industrial  workers  had  grown  up  and 
the  whole  social  system  of  the  tovra  changed. 
Finally,  Mr.  Bjerknes  suggests  longer  historical 
hnes  of  development.  By  analysing  the  large 
dwelling-cum-warehouse,  which  is  the  standard 
type  of  building  at  the  Hanseatic  Quayside  in 
Bergen,  he  discovers  resemblances  with  the  two- 
storey  farmhouse,  the  'loft',  which  can  still  be 
seen  on  old  farms,  and  which  must  be  a  type  of 
some  antiquity.  Apparently  the  earhest  town 
architecture  in  Norway  was  adapted  to  urban 
needs  firom  old,  estabhshed  farmhouse  types. 

The  hundreds  of  details  which  make  up  Mr. 
Bjerknes's  material  have  been  admirably  mar- 
shalled into  an  easy  narrative  and  convincing 
arguments.  The  book  is  illustrated  with  numer- 
ous plans  and  elevations,  and  some  charming 
line-dravraigs  of  houses  in  their  appropriate 
surroundings.  They  give  atmosphere  to  the 
closely  argued  analyses  of  the  plans.  Extracts 
from  documents  concerning  the  houses  dis- 
cussed are  also  included.  The  book  breaks  inter- 
esting new  ground  in  the  study  of  the  history 
of  the  modest  dwellings  of  ordinary  people. — 
Ada  Polak. 

ENGLISH  POTTERY  &  PORCELAIN: 

By  George  Savage.  (London:  Oldboume 
Press.  ^11  ICS.) 

THE  publication  in  recent  years  of  an  ever- 
increasing  number  of  monographs  and  encyclo- 
paedias on  pottery  and  porcelain  has  tended  to 
create  a  body  of  Uterature,  much  of  which  is 
merely  repetitive.  In  these  circumstances  new 
and  highly  priced  works  should  be  of  an  ex- 
tremely high  standard  if  they  are  to  commend 
themselves  to  the  student  and  collector. 

An  outstanding  feature  of  English  Pottery  and 
Porcelain  by  George  Savage  is  the  illustrations 


which,  in  fact,  comprise  almost  the  whole  of  the 
volume.  These,  in  addition  to  being  well 
selected,  have  two  great  advantages:  their  size 
and  clarity  reveals  both  the  style  and  detail  of  the 
subjects,  and,  in  the  case  of  the  colour  plates,  the 
tonal  values  are  for  the  most  part  well  repro- 
duced. This  is  a  paramount  factor  in  assessing  the 
period  and  origin  of  pottery  and  porcelain,  a 
fact  which  appears  to  have  been  largely  ignored 
by  many  pubUshers. 

The  text  is  adequate  and  incorporates  some  of 
the  latest  discoveries.  It  is  however,  not  entirely 
free  from  inaccuracies.  The  caption  to  colour 
plate  4,  for  example,  states  that  the  'Fazackerly' 
palette  found  on  Liverpool  pottery  'has  become 
associated  with  a  Liverpool  potter,  Thomas 
Fazackerly';  whereas  Fazackerly  was  not  him- 
self a  potter  but  merely  the  recipient  of  a  docu- 
mentary mug  painted  in  a  distinctive  poly- 
chrome style  and  bearing  the  initials  T.F.  to- 
gether with  the  date  1757.  The  mug  is  thought 
to  have  been  made  at  Shaw's  pottery  and  the 
type  of  decoration  is  common  to  other  Liverpool 
factories. 

A  paragraph  on  the  so-caUed  'Hans  Sloane* 
botanical  decoration  on  Chelsea  porcelain  is 
completely  misleading.  Philip  Miller's  Gardeners' 
Dictionary,  stated  to  contain  300  engravings 
after  'Drawings  taken  from  Nature',  has  in  fact, 
no  botanical  illustrations.  These  are  contained  in 
his  Figures  of  Plants,  published  many  years  later 
and  illustrated  by  G.  D.  Ehret,  R.  Lancake,  and 
others.  Phihp  Miller,  who  was  a  horticultural 
expert,  not  an  artist,  did  no  illustrations  of  any 
kind  and  the  only  artist  to  whom  any  of  these 
botanical  subjects  on  Chelsea  porcelain  have  so 
far  been  traced  is  G.  D.  Ehret. 

The  Meissen  figure  of  a  Map  Seller,  from 
which  a  Chelsea  version  (plate  no)  was  adapted, 
can,  with  near  certainty,  be  attributed  to  Rein- 
icke,  not  Kaendler.  Curiously  enough  a  Meissen 
example  in  the  Lord  and  Lady  Fisher  Collection, 
now  in  the  Fitzwilliam  Museum,  also  displays  a 
map  of  England,  proving  that  this  feature  was 
not  pecuUar  to  the  EngUsh  version. 

The  author's  method  of  using  captions  as  an 
integral  part  of  the  text  is  advantageous,  as  it 
focuses  the  attention  of  the  reader  on  the  subject 
immediately  under  discussion. — Patrick  Synge- 
Hutchinson. 

THE  COLLECTOR'S  DICTIONARY  OF 
GLASS:  By  E.  M.  ElviUe.  Pp.  194,  275 
illustrations  and  coloured  frontispiece. 
(London:  Country  Life.  1961.  8s.) 

THE  Preface  to  this  work  sets  out  its  aims  and 
scope.  'It  has  long  been  apparent .  .  .  that  there  is 
need  for  a  comprehensive  treatise  of  the  subject 
(i.e.  glass),  giving  at  the  same  time  some  indica- 
tion to  the  collector  of  the  prices  at  which  speci- 
mens change  hands  in  the  sale  rooms.  This  has 
now  taken  shape  in  the  present  volume,  pre- 
sented in  the  form  of  a  dictionary  for  quick  and 
easy  reference. 

'The  dictionary  was  at  first  intended  to  em- 
brace the  forms  of  glass  art  that  could  be  found 
in  antique  shops  throughout  Britain,  and  should 
therefore  basically  refer  to  glass  of  the  British 
Isles.  While  this  idea  has  not  been  fundamentally 
changed,  however,  it  became  obvious  as  the 
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work  developed  that  the  keen  collector  would 
teod  to  vek  spciimeus  of  t"orci^;ii  thjt  may 
liavc  mtlmiKcd  the  ilcvclopincnt  of  n.itivc 
>tyles  .  .  . 

The  dictioiury  has  therefore  been  extended 
to  iiichide  introductions  to  the  antique  plass  of 
Aincru  a,  1  r.»i\ic,  Cerniany  (inchiding  Dohcmia), 
\  li>lland,  Sweden  and  Venice.' 

Pevclopnients  'up  to  the  Venetian  perjod'  are 
covered  in  an  hitroduction  of  one  and  a  half 
pages,  tiot  exempt  from  errors  (e.g.  lU  iiochoe  for 
oniochof,  Hcrberini  for  Barberini),  and  inchiding 
a  very  curious  account  of  Dyzantine  glass 
(*.  .  .  its  glass  changed  in  name  only  ;  what  had 
fc>rmcrly  been  known  as  Roman  glass  was  now 
called  Dyzantme')  and  of  Islamic  developments 
('Syrian  glass  .  .  .  became  less  Roman  and  more 
Islamic  .  .  .').  The  author  seems  to  be  unaware 
that  the  earUest  documentation  for  glass-making 
in  Venice  has  been  pushed  back  to  tlie  late  tenth 
century  by  A.  Clasparctto  (his  important  book 
//  I'etro  di  Muratio  is  not  mentioned  in  the 
Selected  Bibliography,  where  indeed  only  two 
foreign  books  appear,  perhaps  because  of  langu- 
age dirticulties — yet  one  of  the  titles  quoted  is  in 
Norwegian!).  By  saying  of  Venetian  glass- 
making  that  'by  the  end  of  the  seventeenth 
century  its  secrets  had  passed  over  the  Alps  to 
the  mountaui  fringe  of  Bohemia',  the  writer 
retards  by  well  over  a  hundred  years  the  diffu- 
sion of  the  'fa<;on  dc  Venise'  in  Northern 
Europe,  to  say  nothing  of  Spain  (about  which 
the  Dictionary  is  in  fact  completely  silent).  A 
comparable  lack  of  grasp  is  to  be  detected  in 
many  of  the  entries  which  deal  with  Continental 
glass. 

But  it  is  clearly  Enghsh  glass  which  is  the  real 
subject  of  die  book,  and  here  the  reader  will  fmd 
much  to  his  purpose,  arranged  in  a  manner 
which  is  reasonably  convenient,  although  the 
break-down  of  die  material  into  articles  is  not 
always  ideal,  with  some  overlapping  and  a  fre- 
quent need  to  look  for  information  in  several 
different  places  (e.g.  Vcrzelini  is  divided  between 
'History  of  English  Glass'  and  'Verzelini 
Glasses,'  whereas  Ravenscroft  is  given  a  small 
article  to  himself,  but  with  i8  cross-references !). 
It  is  perhaps  in  its  listing  and  discussion  of  types 
of  glasses  that  the  Dictionary  will  prove  most 
usefiil  to  readers  and  collectors;  for  this  is  an 
approach  to  glass  which  is  often  badly  served  in 
the  conventional  histories  of  the  subject.  It  is 
questionable,  however,  whether  the  indications 
of  prices  are  likely  to  remain  useful  for  very  long. 

The  book  is  well  illustrated  and  produced. — 
R.J.  Charleston. 

CONNOISSEURS  AND  SECRET  AGENTS 
IN  EIGHTEENTH  CENTURY  ROME: 

By  Lesley  Lewis.  (London :  Chatto  i\;  Windus, 
1 961.  30s.  net.) 

THOUGH  only  partly  concerned  with  the 
history  of  art  this  fascinating  book  should  be  on 
the  shelves  of  all  connoisseurs  and  art  hbraries. 
For  it  illuminates  with  a  wealth  of  new  and  first- 
hand information  one  of  the  most  exciting 
periods  of  Enghsh  patronage,  the  mid-eighteenth 
century,  when  cultural  relations  between  Eng- 
land and  Italy  were  at  their  closest  and  most 
fruitfiil. 


Mrs.  Lewis  will  be  familiar  to  all  students  of 
Fnghsh  architecture  as  Lesley  Lawrence,  the 
author  of  an  authoritative  article  on  James 
'Stuart  and  Nicholas  Revett  which  appeared 
several  years  ago  in  The  Warlnirfi  Journal.  Her 
new  book  deals  with  the  same  period  and  her 
interests  are  still  centred  on  nco-classicism,  but 
she  now  approaches  the  subject  from  a  much 
wider  point  of  view.  Coitiwisseurs  and  Secret 
Aficnts  is  based  on  her  researches  into  the  corres- 
pondence between  C'ardinal  Alcssandro  Albani 
and  I  lorace  Mann,  an  enormous  collection  of 
letters  and  other  papers  preserved  in  the  Public 
Record  Office  in  London  and  the  State  Archives 
in  Vienna.  Horace  Mann  is,  of  course,  well- 
known  to  all  lovers  of  the  eighteenth  century  as 
the  friend  and  correspondent  of  Horace  Walpole. 
But,  as  Mrs.  Lewis  reveals,  he  has  other  claims  on 
our  attention.  From  1740  until  his  death  in  1786, 
Mann  represented  his  country  at  the  Court  of 
Tuscany  in  Florence  where  his  duties  included 
the  direction  of  the  English  intelligence  service 
in  Rome.  This  was  then  concerned  mainly  with 
gathering  information  on  tlic  activities  and  in- 
tentions of  the  exiled  Stuarts. 

Mann's  principal  informant  in  Rome,  Cardinal 
Albani,  was  of  course  the  leading  collector  of 
his  day  in  Italy,  the  patron  of  Winckelmann  and 
a  central  figure  in  the  history  of  neo-classicism. 
It  is  somewhat  surprising,  therefore,  to  find  him 
in  the  role  of  British  secret  agent,  more  especi- 
ally as  he  was  also  the  representative  of  Maria 
Theresa  at  Rome !  But  he  appears  to  have  re- 
mained staunchly  Anglophile,  even  during  the 
Seven  Years  War.  Mann's  other  Roman  agent 
was  a  man  of  very  different  stamp,  the  learned 
though  rather  scandalous  Baron  Philip  von 
Stosch.  But  he  shared  to  the  full  the  Cardinal's 
and  Mann's  artistic  interests  and  was  famous  in 
his  own  day  as  a  collector  and  connoisseur.  It 
was  this  mutual  interest  in  art  and  archaeology 
that  held  this  odierwise  incongruous  trio  to- 
gether. Indeed,  as  Mrs.  Lewis  points  out,  they 
probably  used  their  connoisseurship  as  a  cover 
for  their  secret  service  activities. 

Thus  Horace  Mann  was  able  to  combine 
business  with  pleasure  in  his  relations  with  the 
Cardinal  and  the  Baron.  But  business  predomin- 
ated in  their  correspondence  until  after  the  '45 
rebelUon.  The  earlier  chapters  of  Mrs.  Lewis's 
book  are  therefore  of  less  interest  to  connoisseurs 
than  those  dealing  with  the  later  years  when  in- 
teUigence  about  the  Stuarts  became  less  urgent 
and  there  was  time  to  gossip  about  matters 
nearer  Mann's  own  heart.  These  later  letters  are 
fuU  of  references,  sometimes  detailed,  sometimes 
tantahsingly  slight,  to  artists,  architects,  art- 
dealers  and  other  figures  who  played  their  part 
on  the  fringe  of  the  Anglo-Roman  art  world. 

As  Mrs.  Lewis  is  the  first  to  admit,  the  corres- 
pondence is,  however,  provokingly  reticent 
about  many  artistic  events  on  which  one  had 
confidently  expected  it  to  provide  new  and  im- 
portant information.  Winckelmann,  for  ex- 
ample, plays  a  disappointingly  small  part  in  his 
patron's  letters  and  his  death,  or  rather  his 
murder,  was  barely  mentioned  by  Albani  to 
Mann.  One  might  have  hoped  to  find  a  long  and 
revealing  account  from  Albani  of  that  tragic 
episode.  And  there  are  other  matters  on  which 


the  correspondence  is  not  as  fruitful  as  one  could 
have  wished.  But  Mrs.  Lewis  has  made  a  rich 
haul  and  all  students  of  her  period  will  be  in- 
debted to  her  for  the  diorough  way  in  which  she 
has  explored  her  sources  and  the  pleasant  man- 
ner in  which  she  has  presented  us  with  the 
results. — John  Fleming. 

VICTORIAN  PORCELAIN:  By  ficoffrcy 
CJodden.  (London:  Herbert  Jenkins.  jQz  2%. 
net.) 

THE  decorative  arts  of  any  period  present  a  dual 
interest  to  the  student  and  collector,  who  may  be 
primarily  concerned  with  cither  their  aesthetic 
or  sociological  aspects. 

The  makers  of  Victorian  porcelain,  in  com- 
mon with  other  craftsmen  of  the  period,  were  in 
no  way  able  to  match  the  aesthetic  quahties  of 
their  eighteenth-century  predecessors.  A  cir- 
cumstance no  doubt  made  inevitable  by  the 
rapid  development  of  the  industrial  revolution. 
In  spite  of  this,  the  scarcity  and  consequent  high 
cost  of  earlier  productions,  has  undoubtedly 
focused  the  attention  of  a  growing  number  of 
collectors  upon  an  era  which,  for  good  or  ill, 
represents  an  important  phase  in  the  develop- 
ment of  English  industrial  history. 

The  quantity  and  variety  of  wares  turned  out 
over  a  period  of  more  that  sixty  years  provides  a 
complex  mass  of  material.  In  this  book  Mr. 
Godden  has,  by  careful  selection,  pin-pointed 
the  main  trends  in  order  to  clarify  the  picture. 
His  text  is  gathered  from  well  documented  and 
authentic  sources.  Much  of  it  has  not  hitherto 
been  published  and  this,  together  with  numerous 
illustrations,  many  of  them  taken  from  his  own 
extensive  collection,  provides  an  interesting  and 
rchable  guide  to  the  study  of  nineteenth- 
century  porcelain. — John  Aske. 

ITALIAN  GARDENS:  By  Georgina 
Masson.  (London:  Thames  &  Hudson,  1961. 
£4  4s.  net.) 

IT  is  a  rare  treat  to  handle  an  art  book  which  is 
beautifully  produced,  authoritatively  composed 
and  furthermore  extremely  readable.  Italian 
Gardens  certainly  meets  these  three  demands.  To 
take  the  production  first  of  all.  The  print  of  the 
quarto  pages  is  clear;  the  margins  are  generous. 
The  text  of  each  chapter  is  printed  upon  different 
coloured  paper,  a  pretty  conceit  that  helps  one  to 
fmd  one's  bearings.  On  the  other  hand  the  pub- 
hsher's  trick  of  begirming  each  new  paragraph 
against  the  left-hand  margin  is  confusing 
and  reprehensible.  The  splendid  photogravure 
plates  amphfy  the  text  to  perfection.  Unfortun- 
ately another  publisher's  trick,  much  in  favour 
today,  of  omitting  captions  to  the  illustrations, 
so  that  the  casual  reader  must  in  all  cases  refer 
backwards  to  the  hst  of  plates,  is  irritating. 

Miss  Georgina  Masson's  Italian  Villas  and 
Palaces  showed  her  to  be  an  Itahan  enthusiast 
with  an  easy  style.  The  bibliography  of  her 
Italian  Gardens  proves  that  she  has  now  become 
a  scholar  who  has  trodden  many  uncharted  paths, 
and  the  text  that  she  has  gleaned  in  her  passage 
many  original  truths.  Italian  Gardens  has  ad- 
vanced a  long  way  beyond  the  generalities  of 
Shepherd  and  Jellicoe's  Italian  Gardens  of  the 
Renaissance  (1925)  and  the  pioneering  efforts  of 
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Edith  Wharton's  Italian  Villas  and  their  Gardens 
(1904).  This  book  is  based  upon  far  deeper 
researches. 

Miss  Masson  tackles  her  subject  chronologic- 
ally; and,  when  she  reaches  comparatively 
modem  times,  geographically.  Thus  she  begins 
with  the  gardens  of  Ancient  Rome,  continuing 
with  those  ot"  the  middle  ages  and  then  of  the 
renaissance  and  baroque  ages  in  Tuscany,  the 
Papal  States,  the  Marche  and  Veneto  and  in  the 
northern  provinces.  The  main  dieme  of  her 
book  is  the  persistently  recurring  aim  of  Italian 
artists  to  recapture  die  spirit  of  the  gardens  of 
the  ancient  world.  She  traces  it  through  the 
early  cighteendi  century's  interest  in  Pompeian 
garden  layout,  with  its  strict  symmetry  and  in- 
terpenetration  of  house  and  courts,  through  the 
humanists'  and  above  all  Albcrti's  emphasis  upon 
Pliny's  descriptions  of  his  gardens,  even  back 
dirough  the  dark  ages  to  the  garden  given  by 
Valerius  to  his  friend  St.  Augustine  in  the  North 
African  city  of  Hippo.  'Thus  Plato's  tradition', 
writes  Georgina  Masson,  'was  adopted  by  this 
great  Father  of  die  Church,  and  it  is  likely  that 
the  garden  where  he  and  his  followers  sought 
peace  and  isolation  from  the  temptations  of  the 
world  drew  its  inspiration  from  those  of  the 
Greek  Philosophers .  .  .' 

Most  of  Italy's  famous  gardens  are  described 
in  this  fascinating  volume  and  several  lesser 
known  and  remote  examples  from  mediaeval 
down  to  baroque  times. — James  Alderley. 

LEONARDO  DA  VINCI.  A  newly-identi- 
fied head  of  Leda.  How  the  paintings 
of  Salaino  were  identified.  A  newly- 
identified  design  for  a  standing  Leda.  By 

Maurice  H.  Goldblatt.  (Published  by  the 
author.  The  Director,  Art  Gallery,  University 
of  Notre  Dame,  Indiana,  U.S.A.  at  5  dollars.) 
The  Citadel  Press. 

DR.  GOLDBLATT,  a  violinist  turned  scholar, 
known  to  readers  of  The  Connoisseur  for  his 
articles  on  Jean  Perr^al  and  the  Maitre  de  Mou- 
lins,  attempts  to  prove  in  his  new  book  that  a 
monochrome  head  of  Leda  in  the  Johnson 
Collection  in  Philadelphia  and  an  elaborate 
drawing  of  the  famiUar  'standing  Leda'  com- 
position (in  the  Gualtieri  di  Aquila  Collection  in 
1 926)  are  from  the  hand  of  Leonardo  himself 
The  Leda  head  is  one  of  four  closely  similar 
studies,  the  best  of  which  is,  by  common  con- 
sent, the  Holford-Melchett  version,  regarded  for 
the  last  fifty  years  as  a  school  work.  The  Phila- 
delphia panel  was  catalogued  in  1941  as  an  'Old 
Copy  after  Leonardo  da  Vinci'. 

Dr.  Goldblatt  will  have  none  of  this.  'I  have 
developed',  he  writes,  'a  scientific  detection 
method  of  identification  in  connection  with 
pictures,  which  is  based  on  a  method  employed 
by  criminologists  in  crime  detection.'  Con- 
sciously rejecting  the  help  of intuitivejudgement 
or  the  sixth  sense,  he  comes  to  the  conclusion 
that  'a  criminologist,  with  a  trained  analytical 
eye,  wiM  fmd  at  least  ten  personal  characteristics 
of  Leonardo  da  Vinci  in  the  study  for  the  head  of 
Leda  in  the  Johnson  Collection'.  These  range 
from  'General  appearance'  to  the  fact  that  'The 
smiling  female  faces  in  his  pictures  are  con- 
structed on  the  basis  of  two  equal  intersecting 


circles  with  a  common  chord'.  Much  play  is  also 
made  of  the  fact  that  the  picttire  appears  to  have 
been  painted  by  a  left  handed  artist. 

It  seems  most  odd  at  this  late  stage  that  a 
scholar  should  place  such  blind  faith  in  the 
Morellian  method  and  so  firmly  discount  the 
sixth  sense  without  which  it  can  so  easily  break 
down.  One  can  admire  Dr.  Goldblatt's  scientific 
determination  even  when  some  of  his  conclu- 
sions give  rise  to  nothing  more  relevant  than 
surprise.  The  Johnson  head  may  be  constructed 
on  exactly  the  same  principles  as  the  Mona  Lisa 
but  could  that  ever  prove  anything  except  that 
the  artist  may,  perhaps,  have  seen  that  cele- 
brated work  ?  Your  reviewer  does  not  know  the 
original  in  Philadelphia,  but  the  photographs  are 
hardly  persuasive.  They  suggest  a  laborious 
work,  quite  without  the  elusive,  incandescent 
touch  that  characterises  the  authentic  paintings. 

In  the  second  part  of  the  book  Dr.  Goldblatt 
sets  out  to  prove  the  authenticity  of  an  elaborate 
drawing  of  the  'standing  Leda'  composition  on 
which  it  is  known  Leonardo  worked  for  some 
time  ;  although  whether  it  ever  got  to  the  cartoon 
stage  or  further  is  a  matter  of  pure  conjecture. 
The  drawing  seems  a  soft  and  timid  piece  of 
work,  and,  what  is  more  with  shading  from 
right  to  left.  Dr.  Goldblatt  gets  round  this  by 
suggesting  that  the  drawing  was  turned  on  its 
side  for  the  shading  process.  Such  special  plead- 
ing seems  somewhat  inconsistent  with  the 
austere,  no-nonsense  police  methods  advocated 
elsewhere  in  the  book. 

The  third  section  of  this  handsomely  pro- 
duced volume  is  devoted  to  an  unconvincing 
attempt  to  prove  that  a  whole  host  of  Leonardes- 
que  works  were  painted  by  that  altogether 
mysterious  figure  Andrea  Salai.  With  the  best 
will  in  the  world  one  could  not  count  Dr.  Gold- 
blatt's book  as  in  important  contribution  to 
Leonardo  studies. — Keith  Roberts. 

LE  BIZZARRE  SCULPTURE  DI  FRAN- 
CESCO PI  ANT  A:  By  Mario  Praz.  (Venice: 
Sodalizio  del  Libro,  2,200  lire.) 

OF  the  thousands  who  visit  the  Scuola  di  San 
Rocco  in  Venice  every  year,  how  many,  one 
wonders,  pause  to  notice  the  weird,  fantastic, 
almost  surrealist  figures  in  carved  wood  which 
stand  beneath  Tintoretto's  great  paintings  in  the 
sala  grande?  Very  few,  apparently,  for  the  name 
of  their  creator,  Francesco  Pianta,  is  barely 
known  even  to  students  of  baroque  sculpture. 
But  as  Professor  Praz  remarks  in  this  fascinating 
book,  'chi  si  degni  di  fissar  I'attenzione  sulle 
sculture  in  legno  di  Francesco  Pianta,  non  puo 
non  rimaner  colpito  dallo  loro  astrusa  bizzaria, 
dalla  tecnica  violeiita  e  niista  di  rozzezza  e  di 
rafFinamento'.  These  extraordinary  carvings 
form  the  subject  of  a  book  which  is  as  erudite  as 
it  is  entertaining  and  which  affords  us  a  fascinat- 
ing gUmpse  into  the  tortured  imagination  of  a 
minor  baroque  artist. 

Except  that  he  flourished  between  1630  and 
1690,  nothing  is  knovra  of  the  life  of  Francesco 
Pianta.  His  ordy  recorded  works  are  a  clock-case 
in  the  Frari  and  the  carvings  in  the  Scuola  di 
San  Rocco  which  reveal  him  to  have  been  a 
demon  for  iconography.  For  although,  at  first 
sight,  these  strange  armless  fantasies  may  seem 


to  have  no  more  than  a  decorative  intention, 
Pianta  left  no  doubt  about  his  aims.  He  inscribed 
his  whole  complicated  iconographical  pro- 
gramme on  a  long  panel  of  wood,  carved  to 
resemble  parchment,  and  held  by  a  figure  of 
Mercury — the  patron  of  mystagogues  and  also, 
significantly  enough,  of  thieves.  Professor  Praz 
has  transcribed  this  remarkable  document, 
correcting  the  numerous  mistakes  of  his  pre- 
decessor (Enrico  Lacchin  who  published  a  book 
on  the  carvings  in  1930)  and  shov^dng  how  nearly 
all  of  it  was  stolen  from  Cesare  Ripa's  Iconologia. 
But  although  he  plundered  Ripa's  text,  Pianta 
was  not  content  to  follow  Ripa's  iconographical 
illustrations.  He  must  needs  improve  by 
changing  females  into  males  and  adding  a  weird 
jumble  of  symbols  which  he  endowed  with  a 
new  sigruficance.  His  figure  of  Melancholy,  for 
instance,  is  adorned  wdth  such  iconographical 
anomalies  as  a  clock,  a  fire  and  a  pair  of  bellows, 
which  Ripa  lists  as  attributes  of  Prelacy,  Solici- 
tude and  Disquiet. 

Pianta's  text  and  carvings  present  the  student 
with  an  iconographical  maze  through  which 
Professor  Praz  guides  us  with  his  usual  wit  and 
learning.  He  explains  the  significance  of  every 
detail  and  clears  up  many  of  the  problems  which 
previously  attached  to  these  figures,  revealing, 
for  example,  that  the  carving  once  thought  to  be 
a  self-portrait  of  Pianta  is  in  fact  emblematical  of 
Cicero  defending  the  art  of  sculpture.  He  also 
indicates  the  technical  brilliance  of  the  carving 
which  foreshadows  the  work  of  the  better 
known  Venetian  wood  sculptor,  Andrea 
Brustolon.  Pianta's  virtuosity  even  ran  to  trompe 
Foeil  and  other  bizarre  effects,  notably  in  his  low 
relief  of  a  book  case  filled  with  vellum  bound 
volumes  which  still  deceive  the  unwary.  This  and 
many  other  details — the  still-Ufe  of  a  bottle, 
cannon,  armour  and  chains  which  adorn  the  figure 
of  Furore,  the  slender  youth  suspended  by  a  rope 
from  a  monstrous  nail  representing  The  Distinc- 
tion of  Good  from  Evil  (which  prompts  Professor 
Praz  to  wonder  whether  Pianta  was  not  'miso- 
gino  o  peggio')  and  the  several  delicately  veined 
hands  gesticulating  and  clasping  emblems — are 
illustrated  in  thirty-five  brilliant  photographs  by 
Andre  Ostier.  The  book,  which  is  beautifully 
designed  and  printed,  is  further  embellished  by 
eighteen  cuts  from  the  1630  edition  of  Ripa's 
Iconologia.  As  a  whole  it  establishes  Pianta  among 
the  great  baroque  fantasts,  together  with  Monsu 
Desiderio  and  Arciniboldo. — Hugh  Honour. 

THE  HORIZON  BOOK  OF  THE  RE- 
NAISSANCE: Edited  by  Dr.  J.  H.  Plumb. 
(London:  Collins,       5s.  net.) 

THE  development  of  modem  scholarship  has 
made  it  harder  and  harder  for  any  one  man  to 
master  all  aspects  of  any  one  period  of  the  past. 
Depth  has  become  incompatible  with  breadth  to 
a  degree  that  would  shock  the  great  nineteenth- 
century  historians,  such  as  Burckhardt,  were 
they  alive  to  see  their  successors  grapple  in 
detail  with  matters  they  were  able  to  accept  in 
principle.  To  say  that  the  volume  under  review 
is  a  typical  product  of  our  age  is  not  to  cast  a 
slight  on  it.  It  is  a  compromise,  a  symposium  on 
the  period,  and  the  purist  may  complain  that 
such  an  anthology  must,  by  its  very  nature,  lack 
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the  constructive  unity  of  a  single  mind,  but  there 
IS  surely  an  adequate  cotnpomation  in  liavitin 
protevMonals  writui^  on  a  currently  unprufcs- 
sional  range  ot"  topics. 

The  unifying  thread  is  provided  by  Pr. 
Plumb's  lively  running  commcntary-cum- 
cvsay,  wliii  h  has  been  carefully  organised  so  as  to 
blend  in  \vul»  the  guest  essays  that  intersperse  it. 
A  section  entitled  Rome — Splendour  and  the 
/\t/Mfy  leads  into  Iris  Origo's  somewhat  abruptly 
nMupvncd  essay  on  Pope  Pius  II,  and  The  Arts  is 
followed  by  Sir  Keiuieth  Clark's  more  than 
welcome  essay  on  Michelangelo  (a  typical 
victim  of  our  times.  When  is  someone  going  to 
write  a  book  about  him  that  isn't  either  a  cata- 
logue or  a  Hollywood  scenario?),  a  piece  so 
well  written  as  to  remind  one  how  vital  a  per- 
centage of  the  'truth'  always  lies  in  style. 

Other  contributors  include  Garrett  Matting- 
ly  with  an  intcUigent  appraisal  of  Machiavclli; 
Morris  Bishop  writing  on  that  supremely 
reasonably,  enduringly  sensitive  being  Petrarch; 
and  Hugh  Trcvor-Ropcr  with  a  sober  account 
of  the  arduous,  Vcrdian  career  of  the  Doge 
Francesco  Foscari.  A  general  view  of  one  aspect 
leads  into  an  account  of  a  figure  in  whom  it  is 
clearly  enshrined.  The  method  is  artificial  but  de- 
fensible on  the  grounds  that  it  helps  maintain  the 
balance  between  the  general  and  the  particular. 

But  perhaps  the  most  extraordinary  achieve- 
ment of  this  book  is  that  it  combines  rehablc 
words  with  a  lavish  display,  a  profusion  of 
illustrations.  Full  page  details,  coloured  photo- 
graphs (notable  for  the  enthusiasm  rather  than 
accuracy  of  their  tones),  silhouetted  statues. 
Popes  and  manuscripts,  Carpaccio's  Venice, 
political  traitors  hanging  from  the  gallows, 
there  is  a  richness  and  variety  here  that  surely 
captures,  in  a  comucopian  net,  something  of  the 
spirit  of  the  age.  Reverence  and  adniiration 
easily  drain  the  period  of  the  vitality  and  vul- 
garity and  mixed  motives  that  are  so  intimately, 
and  to  some  shockingly  bound  up  with  its  aims 
and  achievements.  And  if  the  pictures  are  not 
enough  the  words  are  there,  a  cauldron  bubbling 
over  with  intrigue  and  discovery,  murder  and 
pious  frescoes,  the  search  for  an  ideal  in  art  and  a 
modus  t'ivendi  in  politics.  This  book  is  enormous- 
ly stimulating  and  is  recommended  to  all  but  the 
absolute  beginner,  who  might  well  be  hampered 
by  its  reasonable  assumptions  on  the  basic  facts 
and  motives  of  the  period. — Thomas  Rawley. 

HORACE  WALPOLE:  By  W.  S.  Lewis. 
(London:  Rupert  Hart-Davis.  63s.  net.) 

BY  the  Yale  edition  of  Horace  Walpole's 
Correspondeiue  Mr.  W.  S.  Lewis  has  rendered  an 
inestimable  service  to  Walpole's  reputation  and 
placed  all  concerned  with  the  eighteenth  century 
in  his  debt.  Whatever  divergent  views  may  be 
held  of  Walpole's  character,  his  supremacy 
among  English  letter-writers  must  now  be 
secure.  In  this  book,  virtually  a  reprint  of  the 
A.  W.  Mellon  Lectures  for  i960,  Mr.  Lewis, 
after  thirty-five  years  of  collecting,  editing  and 
study,  turns  to  the  consideration  of  Walpole  as  a 
man — his  complex,  baffling  personahty  and 
diverse  activities.  In  these  deUghtful  lectures 
(which  must  have  come  as  a  welcome  surprise  to 
many  in  an  audience  accustomed  to  lectures  on 
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the  history  of  art)  Mr.  Lewis  set  out  to  fmd  'the 
connecting  word'  which,  once  found,  'the 
most  complicated  life  at  once  falls  into  place'. 
Clearly,  the  answer  to  the  quest  is  fame — a 
passion  for  it  in  Walpole's  own  life-time,  the 
wish  to  be  pointed  out  by  the  finger  of  the  passer 
by,  and  after  death,  the  hope  of  a  sort  of  vicarious 
survival;  to  live  on  in  the  lives  of  other  men. 
But  one  may  doubt,  pace  Virginia  Woolf,  if  a 
single  'connecting  word'  will  suffice  for  one 
with  such  conflicting  characteristics  and  so 
wide  a  diversity  of  interests. 

It  is  only  in  his  capacity  as  arbiter  of  taste, 
exponent  of  'the  true  Gothic',  creator  of  Straw- 
berry Hill,  virtuoso  and  insatiable  collector  that 
his  activities  are  relevant  here. 

Mr.  Lewis  does  not  throw  much  fresh  light  on 
the  building  and  decoration  of  Strawberry  Hill 
(though  not  the  point  of  departure,  a  powerful 
formative  influence  on  the  subsequent  develop- 
ment of  the  neo-Gothic  style),  but  the  beams 
which  Walpole  himself  concentrated  on  it 
through  printing  the  Description  for  his  firiends  in 
1784  arc  admirably  diffused  for  the  general 
reader  in  this  informative  sketch  of  its  progress 
towards  completion,  extending  over  nearly 
forty  years.  Walpole's  Anecdotes  of  Painting  in 
England  is  a  pioneer  work  of  English  art-history. 
Having  purchased  George  Vertue's  notebooks 
from  his  widow,  he  turned  Vertue's  chaotic  im- 
grammatical  entries  into  hvely  prose  with  many 
personal  observations  of  his  own,  editing  them 
drastically  and  leaving  much  valuable  ore  in  the 
mine.  As  in  some  of  the  judgments  pronounced 
in  the  Anecdotes,  so  in  his  role  of  cormoisseur  and 
collector,  Walpole's  hmitations  clearly  appear. 
His  fondness  for  his  friends  among  amateur  artists 
betrayed  him  into  taking  a  comically  extravagant 
view  of  their  achievements.  Thus  Mrs.  Damer 
was  not  inferior  to  Praxiteles  and  Lady  Diana 
Beauclerk  'had  reached  almost  to  the  sublimity 
of  Raphael  and  Shakespeare';  nor  were  these 
comphments  jestingly  bestowed.  Walpole's  in- 
ordinate fondness  for  relics  and  bric-i-brac, 
mercilessly  ridiculed  by  Macaulay,  was  a  weak- 
ness of  which  he  was  humorously  aware,  but 
his  enormous  collection  contained  wonderful 
miniatures,  Holbeins,  HiUiards,  OUvers  and 
Coopers  (his  examples  of  Cooper  he  held  to  be 
unrivalled),  some  good  pictures  (with  others  very 
optimistically  described),  medals,  coins,  manu- 
scripts, statues  and  iimumerable  miscellaneous 


works  of  art.  When  all  was  dispersed  in  the 
sensational  and  much-publicised  sale  of  1842, 
over  /^33,ooo  was  realised,  and  probably  an 
estimate  of  half  a  million  as  the  present  equiva- 
lent would  not  be  far  wide  of  the  mark. 

Mr.  Lewis  does  not  exaggerate  the  part 
played  by  such  pursuits  in  Walpole's  career.  By 
dwelling  too  much  on  them  it  is  easy  to  get  our 
view  of  him  badly  out  of  focus:  they  by  them- 
selves cannot  be  taken  to  supply  'the  connecting 
word'.  For  the  audience  these  lectures,  learned, 
witty  and  elegant  (how  rare  a  combination !) 
must  have  provided  an  enchanting  experience. 
Mr.  Lewis  has  long  since  succumbed  to  the 
fascination  of  Walpole's  complex,  enigmatic 
personahty.  In  this  percipient  and  sympathetic 
sketch  we  may  perhaps  feel  that  he  has  rather  too 
scrupulously  observed  the  admonition, 

'Be  to  his  virtues  very  kind 

And  to  his  faults  a  little  bhnd'. 
In  its  plates,  type  and  paper  this  volume  is  a 
model  of  book-production. — Ralph  Edwards. 

BOOK  PRODUCTION  NOTES 
by  Ruari  McLean 

A  NEW  book  from  the  Officina  Bodoni, 
printed  in  English  and  on  sale  in  England,  is  a 
rare  event  (was  the  Catalogue  of  the  Officina 
Bodoni  Exhibition  at  the  British  Museum  in 
1954  the  last?).  Alphabetum  Romanum  (obtainable 
from  Collins  in  London  at  twelve  and  eighteen 
guineas,  according  to  the  binding,  and  from 
Harcourt  Brace  in  New  York  for  forty-five  and 
sixty  dolbrs)  is  an  important  addition  to  the 
small  and  select  collection  of  scholarly  repro- 
ductions of  the  sources  of  our  letter-forms, 
edited  by  Giovanni  Mardcrsteig  himself  Fehce 
Fehciano,  a  Veronese  caUigrapher,  bom  in  1433, 
was  the  first  man  to  draw  a  reconstruction  of  the 
Roman  alphabet  based  on  squares  and  circles. 
The  original  vellum  manuscript  in  the  Vatican 
Library  was  discovered  by  Mommsen:  the  text 
was  edited  and  published  by  a  friend  of  his  in 
1874,  accompanied  by  one  inadequate  and  faulty 
plate.  Now  Mardersteig  has  had  the  happy  idea 
of  pubhshing  facsimiles  of  all  the  letters,  with  the 
original  Itahan  text,  a  translation  in  Enghsh,  and 
a  historical  introduction.  It  heed  hardly  be  said 
that  the  typography  and  printing,  on  the 
Officina  Bodoni  hand-press,  are  impeccable. 

The  English  edition  consists  of  four  hundred 
numbered  copies.  The  type  face  is  Mardersteig's 
own  Dante:  the  page  size  is  8^  in.  X  5 if  in.: 
the  paper,  a  white  wove,  was  made  by  FrateUi 
Magnani  of  Pescia:  the  binding  of  the  less 
expensive  edition  is  in  quarter  brown  leather  and 
paper  boards.  The  subtle  and  unusual  colours 
apphed  to  the  letters  in  the  original  are  repro- 
duced by  hand.  The  introductory  text  is  illus- 
trated with  various  Hne  blocks,  four  heUo- 
gravure  plates  of  inscriptions  and  two  of  manu- 
scripts by  Feliciano,  one  being  a  page  from  the 
actual  Alphabetum  which  is  so  good  that  one 
feels  there  might  still  be  room  for  a  purely 
photographic  edition.  Nevertheless  this  is  both 
a  beautiful  and  scholarly  book  to  go  alongside 
the  works  of  Morison,  Wardrop,  Wolpe,  et  al. 
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An  Elizabethan  Writing-Book 

Berthold  Wolpe's  facsimile  edition  of  Thomas 
Vautroullier's  A  Newe  Booke  of  Copies,  1574, 
first  published  in  a  limited  edition  by  the  Lion 
and  Unicom  Press  of  the  Royal  College  of  Art 
in  1959,  has  just  been  reprinted  and  published  by 
the  Oxford  University  Press  at  30s.  Berthold 
Wolpe's  imaginative  and  highly  readable  editing 
coupled  with  the  thirty-tAvo  facsimiles  make  this 
an  important  and  useful  book.  The  original, 
which  survives  in  a  unique  copy  in  The  Bodleian, 
is  one  of  the  extremely  few  Elizabethan  writing 
books  which  exist. 

J.  H.  Mason 

J.  H.  Mason  R.D.I,  is  a  small  booklet  pub- 
Ushed  by  the  'Twelve  by  Eight'  Press  of  Leicester 
in  a  limited  edition  of  five  hundred  copies.  It 
consists  of  a  selection  from  J.  H.  Mason's  note- 
books edited  by  his  son  John  Mason,  with  illus- 
trations by  Rigby  Graham.  J.  H.  Mason  was  a 
young  compositor  of  scholarly  tastes  who  be- 
came the  printer  of  the  Doves  Press,  and  finally 
founder  of  the  first  printing  classes  at  the  L.C.C. 
Central  School  of  Arts  and  Crafts.  He  was  also 
founder,  with  Gerard  Meynell,  of  The  Imprint, 
designer  of  the  Imprint  type-face,  and  in  1938 
one  of  the  original  recipients  of  the  title  Royal 
Designer  for  Industry.  He  died  in  195 1.  Copies 
of  the  booklet  can  be  obtained  from  2  RatcUffe 
Road,  Leicester,  at  15s.  yd.  post  free. 

A  New  York  Catalogue 

Catalogue  31  from  the  WiUiam  H.  Schab 
Gallery  (48  East  57th  Street,  New  York  22)  of 
Early  Printed  and  Illustrated  Books  and  Illumin- 
ated Manuscripts,  is  another  valuable  work  for 
students  of  the  art  of  the  book.  Finely  printed 
by  Stampfli  &  Cie  of  Berne,  Switzerland,  it  is 
profusely  illustrated  with  line  and  half-tone 
plates,  including  some  fme  and  rare  examples  of 
baroque  book  illustration;  there  is  also  a  colour 
plate  of  a  superbly  illuminated  page  of  Jenson's 
Pliny  of  1476,  and  two  colour  plates  (as  well  as 
two  in  black-and-white)  of  the  main  item,  'The 
Musgrave  Hours',  a  manuscript  of  three  hundred 
and  three  vellum  leaves  illuminated  by  Simon 
Bening  and  other  masters  at  Bruges  in  1524, 
which  fetched  £is,ooo  at  the  Dyson  Perrins 
Sale  at  Sotheby's  in  i960. 

Photographs  and  Text 

Eduard  Trier's  Form  and  Space  (Thames  & 
Hudson,  £4  48.)  is  a  beautifully  produced 
account  of  the  sculpture  of  the  twentieth  century. 
The  eternal  problem  of  placing  the  illustrations 
opposite  the  text  describing,  or  commenting  on 
them,  has  not  been  solved:  but  a  satisfying  re- 
lationship between  the  plates  on  art  paper  and 
the  text  on  cartridge  has  been  achieved,  which  is 
fairly  rare.  There  are,  in  fact,  two  hundred  and 
ten  full  page  monochrome  plates  interspersed 
with  about  eighty  pages  of  text  (set  in  Zapf 's 
Palatino)  and  no  small  blocks  at  all  to  disturb  the 
flow  of  the  quarto  pages.  Three  colour  plates  are 
tipped  on  to  cartridge  pages.  The  book  was 
printed  in  Germany. 


BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  pubUshing  a  review  later.) 

The  World  of  Leonardo  da  Vinci.  Man  of 
Science,  Engineer  and  Dreamer  o/Flight: 

By  Ivor  B.  Hart,  O.B.E.,  Ph.D.,  B.Sc. 
London:  Macdonald  &  Co.  (Publishers)  Ltd. 
45s.  net. 

Arazzi  Italian!  del  Cinquecento:  By  Mer- 
cedes Ferrero  Viale.  Milan:  Antonio  Vallardi 
Editore. 


English  Porcelain  Figures  of  the  Eighteenth 
Century:  By  Arthur  Lane.  London :  Faber  & 
Faber.  50s.  net. 

Paul  Gauguin.  Water-colours,  pastels  and 
drawings  in  colour:  Selection,  Introduction 
and  Notes  by  Jean  Leymarie.  London :  Faber 
&  Faber.  45s.  net. 

Noa  Noa:  Voyage  to  Tahiti:  By  Paul 
Gauguin.  Bruno  Cassirer,  distributed  by 
Faber  &  Faber,  London.  63s.  net. 

National  Gallery  Catalogues.  The  Earlier 
Italian  Schools:  By  Martin  Davies.  Second 
Edition  (revised).  London:  The  National 
Gallery  (pubUshed  by  order  of  the  Trustees). 
15s.  net. 

The  Tate  Gallery  Report.  1960-61.  London: 
H.M.  Stationery  Office.  5s.  6d. 

The  British  Museum  Quarterly.  Vol.  XXIV. 
Number  1-2.  London :  The  Trustees  of  the 
British  Museum.  5s.  (5s.  6d.  post  paid). 

The  Drawings  of  Heinrich  Kley.  New  York: 
Dover  PubUcations  Inc.  (180  Varick  Street). 
London:  Constable.  $1.85  in  paper  cover. 


^  ^  Ti  ranti 

As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 
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The  Concise  Dictionary  of  National  Bio- 
graphy. Being  an  Epitome  of  the  Twen- 
tieth Century  D.N.B.  down  to  the  end  of 
1956.  Part  II.  1901-1956.  Oxford  University 
Press.  42s.  net. 

Japanese  Genre  Painting.  The  Lively  Art  of 
Renaissance  Japan:  By  Kondo  Ichitaro. 
Translated  by  Roy  Andrew  Miller.  Tokyo, 
Japan,  and  Rutland,  Vermont,  U.S.A.: 
Charles  E.  Tuttle.  London  Agents:  Prentice- 
Hall  International  Inc.  (28  Welbeck  Street, 
W.i).  £7-  U.S.A.  price  $17.50. 

The  Museums  Journal.  Volume  61.  No.  3. 
December  1961.  Quarterly.  London:  The 
Museums  Association  (33  Fitzroy  Street, 
Fitzroy  Square,  W.i).  los. 

Lorenzo  and  Florence:  By  Warman  Welliver. 
IndianapoUs,  Indiana,  U.S.A.:  Clio  Press 
(2101  Montcalm  Street).  $1.25. 


The  British  Council.  Annual  Report  1960- 
1961.  London:  The  British  Council  (65 
Davies  Street,  W.i).  2s.  6d.  net. 

An  Introductory  Handbook  to  British 
China  Marks  of  the  Nineteenth  Century: 

By  Geoffrey  A.  Godden,  F.R.S.A.  Worthing, 
Sussex:  The  Author  (56  Richmond  Road, 
Worthing).  5s. 

The  Dentist  in  Art:  By  J.  J.  Pindborg  and  L. 
Marvitz.  London:  George  Proffer  Ltd.  60s. 

Private  Telegraph  Companies  of  Great 
Britain  and  Their  Stamps:  By  Raymond 
Lister.  Cambridge:  The  Golden  Head  Press. 
30s.  net,  limited  to  200  copies  for  sale. 

Coins:  By  Howard  W.  A.  Linecar.  (Second 
Edition.)  London:  Ernest  Benn  Ltd.  25s.  net. 

Modern  European  Painting:  By  Alfredo 
Colombo.  Translated  by  Ida  B.  Pulay.  Lon- 
don: Peter  Nevill.  50s. 


Art  History  Today.  An  Inaugural  Lecture 
delivered  at  University  College  London: 

By  L.  D.  EttUnger.  London:  H.  K.  Lewis  & 
Co.  Ltd.  2s.  6d.  net. 


Standard  Catalogue  of  British  Coins.  I. 
England  and  United  Kingdom,  that  is 
excluding  Scottish,  Irish  and  the  Island 
Coinage:  Editor:  Herbert  Allen  Seaby. 
London:  B.  A.  Seaby  Ltd.  (65  Great  Portland 
Street,  W.i).  Paper,  14s.  Cloth,  20s.  Inter- 
leaved Cloth,  30S. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


A COLLECTOR  who  had  concentrated  on 
early  Enghsh  watcrcolours  forty  years  ago, 
he  kept  the  collection  together,  could  now 
well  survey  his  Cozeuses,  C'otnians,  He  Wiuts, 
lownes,  Coxes  and  Uoyses  with  somewhat 
more  than  acadeniic  interest.  They  could  be  such 
a  security  that  I  doubt  if  any  equity  on  the 
market  could  have  risen  so  consistently.  Our 
collector  would  have  had  the  acstiictic  joy  of  his 
watercolours  and  seen  them  grow  remarkably 
strong  in  fmancial  health.  It  is  always  pleasant,  if 
a  httlc  surprising,  to  know  that  the  supply  of  the 
old  English  watcrcolour  is  apparently  inexhaus- 
tible, since  London  galleries  seem  to  be  able  to 
find  enough  of  them  to  put  on  regular  shows,  in 
spite  of  the  scarcity. 

The  Fine  Art  Society,  for  instance,  open  their 
annual  exhibition  this  month  with  a  good 
collection.  A  Tuilleries  by  David  Cox,  showing 
lunv  firm  an  architectural  draughtsman  he 
could  be,  is  particularly  enviable.  There  arc 
works  by  T.  S.  Boys  of  Prague  and  Leipsig, 
dated  1 860.  Marvellous  recorder  of  street  scenes 
as  he  was,  and  well-known  in  his  time,  it  is 
strange  that  Boys  fell  into  such  obscurity  after 
his  death  in  1874,  and  was  not  rescued  therefrom 
tor  fifty  years.  The  difference  between  Copley 
Fielding  in  his  181 1  Dolbdrdcni  Castle,  when 
under  the  influence  of  John  Varley,  and  his  1848 
Loch  Achray  makes  an  instructive  lesson  in 
styhstic  development.  Nor  does  one  tire  of  look- 
ing at  Dc  Wint's  breadth  of  touch  in  tree 
delineation. 

These  names  are,  of  course,  among  the  leaders 
of  the  School,  but  there  are  some  good  works  by 
artists  who  have  emerged  or  are  emerging  from 
comparative  neglect.  It  is  for  the  collector  today 
to  exercise  his  judgment  and  pick  the  'winners' 
of  tomorrow. 

'God  of  Flowers' 

THE  conceited  artist  is  generally  a  bore,  and  not 
infrequently  a  bad  painter,  but  there  are  amusing 
exceptions  in  art  history.  Difficult  to  tolerate  is 
Simon  Verelst's  egomania,  for  he  was  a  con- 
spicuously fine  flower  pahiter  at  a  time  when 
many  artists  could  express  the  subject  with 
mastery.  In  his  Anecdotes  of  Painting,  Walpole 
conjures  up  a  portrait  of  this  engaging  Dutch 
braggart,  who  is  said  to  have  kept  his  hat  on  in 
the  presence  of  the  Lord  Chancellor,  called  him- 
self the  'God  of  Flowers'  and  the  'King  of 
Painting'.  Verelst  came  to  England  from  The 
Hague  a  few  years  after  the  Restoration,  and, 
thanks  to  influential  patronage  notably  from  the 
Duke  of  Buckingham,  was  soon  the  talk  of  the 
town,  receiving  higher  prices  than  any  other 
artist  had  ever  received  in  England.  Walpole  men- 
tions ^iio  for  a  half-length.  The  'little  flower 
pot  of  his  drawing'  that  so  impressed  Pepys  as 
to  make  him  record  in  his  Diary,  'the  finest 
thing  I  ever  saw  in  my  life',  was  priced  at  ^70. 


Prior  eulogised  the  artist  in  some  facile 
couplets: 

'When  famed  Verelst  this  Uttlc  wonder  drew, 
Flora  vouschsaf 'd  the  growing  work  to  view : 
Finding  the  painter's  science  at  a  stand. 
The  goddess  snatch'd  the  pencil  from  his  hand, 
And  finishing  the  piece,  she  smiling  said, 
"Behold  one  work  that  ne'er  shall  fade".' 
In  the  spirit  of  Prior's  hyperbole,  the  flower- 
piece  by  Verelst  at  tlie  John  Mitchell  (lallcry  (8 
New  Bond  Street)  might  be  that  very  picture. 
Indeed,  it  is  so  well  drawn,  composed  and  realis- 
tically painted  that  the  accent  of  truth  casts  a 
spell.  We  do  not  care  whether  the  god  of  flowers 
or  the  goddess  achieved  this  thing  of  beauty  that 
has  been  a  joy  for  nearly  three  hundred  years.  To 
possess  it  if  only  for  a  brief  while  would  be  a  rare 
privilege. 

The  Horse  in  Art 

WHETHER  or  not  Wootton,  Seymour  and 
Tillemans,  those  early  sporting  artists,  collabor- 
ated in  filling  some  of  the  great  country  houses 
with  racing  and  hunting  pictures,  the  fact 
remains  that  their  styles  are  sometimes  so  much 
ahke  as  to  be  indistinguishable.  Two  thorough- 
breds. Flying  Childers  and  Starling,  by  Tillemans 
at  Messrs.  Ackermann's  are  intriguing  as  being 
part  of  the  convention  of  the  time.  We  must  not 
forget  that  early  eighteenth-century  British 
sporting  artists  were  learning  a  new  subject — 
how  to  express  the  horse  in  paint,  depending  on 
visual  rather  than  scientific  knowledge.  Notwith- 
standing a  generally  wooden  eflfect,  they  man- 
aged to  get  a  recognisable  portrait  ;  for  the  many 
pictures  of  'Flying  Childers'  by  Wootton, 
Seymour,  Tillemans  and  lesser  known  artists 
agree  unmistakably  as  likenesses.  It  is  easy  to 
criticise  the  comic  look  of  great  sires  as  depicted 
by  the  first  sporting  artists.  Yet,  as  the  late  David 
Livingstone  Learmonth  pointed  out  in  his  witty 
and  valuable  book  The  Horse  in  Art,  artists  of 
genius  such  as  Raphael  and  Van  Dyck  were  no 
better  if  as  good,  when  it  came  to  painting  the 
quadruped.  The  reason  was  lack  of  interest  in  the 
subject  and  need  for  understanding.  Not  until 
Stubbs  published  his  Anatomy  did  the  horse  in 
pictorial  form  take  on  a  more  credible  appear- 
ance. The  appeal  of  these  early  sporting  pictures 
is  precisely  in  the  fact  that  they  are  devoid  of 
photographic  reaHsm.  The  artists  have  done  their 
best  without  the  aid  of  the  camera. 

'Flying  Childers',  called  after  his  owner, 
Leonard  Childers,  of  Carr  House,  near  Doncaster, 
was  foaled  in  171 5.  Got  by  the  equally  celebrated 
Darley  Arabian  out  of  Betty  Leedes,  he  won 
many  important  races,  and  is  said  to  have  been 
the  fastest  horse  in  turf  history.  On  one  occasion 
he  covered  82^  feet  in  a  second,  about  a  mile  a 
minute.  But  can  we  trust  these  old  speed  records? 

Coming  down  to  our  own  time,  Doris 
Zinkeisen's  idea  of  a  horse  may  be  seen  in  The 


Morning  Exercise,  a  groom  putting  the  animal 
through  its  paces.  No  doubt  the  veterinary 
surgeon  would  find  it  anatomically  curious,  but, 
like  so  many  of  this  artist's  works  at  Messrs. 
Frost  &  Reed's,  it  is  a  picture  scintillating  with 
light  and  movement. 

Great  French  Sculptor 

THE  abyss  into  which  some  sculpture  has  fallen, 
thanks  to  the  modern  idiom,  is  so  deep  that  we 
wonder  if  this  art  will  ever  regain  the  surface  of 
intelligence  and  sincerity.  If  we  want  to  know 
what  great  sculpture  is  we  must  go  back  at  least 
as  far  as  the  despised  nineteenth-century,  and 
look  again  at  the  works  of  some  of  the  French 
masters,  particularly  Rodin,  Dalou,  Baryc, 
Carpeaux  and  Bourdelle. 

In  his  Foreword  to  the  catalogue  of  the  new 
Musee  Bourdelle  opened  in  Paris  last  October, 
M.  Clovis  Eyraud,  Directeur  des  Beaux-Arts, 
writes:  'Aujourd'hui  personne  n'a  d'excuse, 
s'il  ignore  I'oeuvre  de  ce  magnifique  artiste,  car 
Bourdelle  n'est  seulement  un  sculpteur  de  talent, 
il  fut  incontestablement  le  maitre  de  la  sculpture 
monumentalc  au  debut  dc  ce  siecle.'  How  did  he 
arrive  at  such  grandeur?  By  studying  nature  and 
the  great  masters  of  the  past  as  well  as  his  cele- 
brated contemporaries,  and  trying  to  emulate 
their  spirit.  Bourdellc's  conceptions  are  an  inspir- 
ation and  lesson  in  the  genius  of  sculpture.  One 
need  but  mention  such  achievements  as  Hhaclis, 
Penelope,  the  Mickiewiez  memorial,  the  eques- 
trian statue  to  Alvear  to  realise  the  importance  of 
this  museum. 

It  is  good  to  hear  that  the  enterprising  Kaplan 
Galleries  (6,  Duke  Street)  will  soon  be  giving  a 
Bourdelle  exhibition.  This  will  be  the  first  one- 
man  show  of  this  sculptor's  works  to  be  seen  in 
London,  and  therefore  of  art-historical  signifi- 
cance as  well  as  general  interest  to  all  who 
believe  in  the  fertile  continuity  of  traditional  art. 

Now  that  one  has  to  be  almost  in  the  million- 
aire category  to  acquire  the  fu-st  rank  of  Impres- 
sionists and  Post-Impressionists,  collectors  arc 
looking  for  the  lesser  known  exponents  of  these 
movements,  such  as  Lebourg,  Moret,  Luce  and 
Lepine.  The  Kaplan  Galleries  speciaUse  in  such 
works,  and  always  have  a  few  examples 
available. 

A  French  artist  with  an  Italian  name,  Ferdi- 
nand Luigini  (i 870-1943),  takes  a  high  place  in 
the  Impressionist  School.  A  one-man  show  at  the 
Kaplan  Galleries  last  February  revealed  strong 
qualities  of  hght  and  colour,  albeit  influenced  by 
Monet  and  Boudin.  Luigini  had  considerable 
success  during  his  lifetime.  He  exhibited  at  the 
Salon  and  the  Georges  Petit  Gallery,  and  was 
awarded  the  Legion  of  Honour  in  191 1. 

A  strange  oriental  mysticism  haunts  the  work 
of  Bella  Brisel,  and  her  exhibition  at  Kaplan's 
was  most  impressive.  Her  'secret  faces'  have  a 
remote,  fascinating  quality,  and  are  obviously 
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(Above).  Simon  Vcrelst.  Flowfrs  in  a  Vase,  canvas,  28  24  inches,  signed. 
John  Miuliell  (ij//»T)'.  (Below).  Neri  di  Bicci.  Tohiiis  and  the  An\;fl,  panel, 
26  -  inches.  Mifsrs.  ll  ilJinstcin.  (Right  top).  Tht)tiias  Rowlandson. 
Interior  of  a  h'rench  Barraiks,  watercoloiir,  14A  20^  inches,  signed  and 
dated  1788.  (Centre).  Edouard  Manet.  Sketch  for  Le  Bar  des  Folies  Bergeres, 
wash  drawing,  8J  >)}  inches.  Messrs.  (THana  Gallery.  (Bottom). 
Birket  Foster.  77i«-  Capture  oj  a  iZ-Vounder,  watcrcolour,  17.^  27A  inches. 
Tht  M.  S'eirntan  Gallery. 
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AMERICAN  SECTION 


I 


Masterpieces  and  the  artist 


Four  paintings  compared 


AM  A  S  r  I-  R  P  I  EC^  E  is  not  necessarily  a  picture  by  a  great 
artist.  Ni)r  is  it  a  work  by  a  rare  one,  though  they  are 
generally  classified  as  such  today.  Before  the  Isms  era,  metier  and 
integrity  were  obligatory  factors  of  genius,  or,  ii  (Ji'laiif,  talent. 
Yet  since  artists  cannot  always  be  giants,  and  such  standards  led 
them  to  practice  variations  on  a  theme,  every  once  in  a  while  a 
superior  achievement  emerged  of  which  rivals  and  critics 
approved.  Thus  wc  may  presume  that  Largillierre,  painter  of 
little-known  opulent  still-life  pictures,  encouraged  Chardiii 
when  he  praised  his  early  serene  ones,  and  that  Fragonard,  a 
lover  of  leafy  landscapes,  did  likewise  when  he  admired  Louthcr- 
bourg's  healthy  trees.  Elms  did  not  then  succumb  to  the  Dutch 
disease. 

A  Chardin  and  a  Loutherbourg  have  recently  reappeared.  The\ 
are  not  of  the  kind  that  make  exciting  headlines  but  thev  arc 
nevertheless  tine  pictures,  and  permission  to  compare  them  with 
two  contemporary  canvases  of  similar  subjects  has  been  given  h\ 
the  National  Museum,  Stockhcilm. 

The  Chardin,  Uii  lapiii  ct  deux  oiscaiix  (No.  i)  is  signed  CD. 
and,  as  far  as  is  known,  only  one  other  of  his  works  bears  identical 
letters,  the  Stockholm  painting  (No.  2).  The  rabbit  and  birds 
picture  was  No.  28  in  the  sale  of  the  Lemoyne  Collection  in  Paris 
(loth  August  1778.).'  A  M.  de  Mondrol  also  possessed  it  for  a 
time  but  one  was  unable  to  identify  it.  As  George  Boas  recently 
said  while  addressing  the  Royal  Academy  of  Belgium:  'Quand  on 
ne  sait  rien,  on  est  libre.'-  Even  free  to  invent,  which  is  easier  than 
to  learn. 

The  Stockholm  Chardin  is  also  traceable  to  the  eighteenth 
century.  Count  Tcssin'  sent  it  to  the  Dowager  Queen  Louisa 
Ulrica  of  Sweden  in  1741,  as  stated  by  the  National  Museum 
catalogue.  It  was  probably  painted  cirai  1 738-1 740,  a  likely  date 
for  the  new  picture. ' 

That  Tessin  was  aware  of  Chardin's  slowness  at  work  is 
known,  for  he  received  a  letter  written  to  him  by  de  Berch  on 
i7th  October,  1745,  explaining  that  a  painting  he  had  at  the 
moment  (on  his  easel)  would  keep  him  busy  possibly  for  another 
two  months  as  he  never  started  on  more  than  one  picture  at  a 

'  Wildciistciii,  Chardin,  No.  724.  (  11  laniii  ct  deux  oiseai(.\,  canvas  37J  cm  ■  44  cm. 
-  Biilleliti  lie  lii  Cliisse  dvs  Bcaiix-Aris,  iy5o.  pp.  79-94.  'Eii  regardant  lef  iiiin^es.' 

*  Charles  (iust.ivc,  count  of  Tessin  (1695-1770),  ambassador  to  Paris  between  1739 
and  1742. 

*  Wildenstcin,  Chardin,  No.  715.  Licrre  ai'fC  iliaiidroii  de  ciiirrv,  iiit  coiiif^  ct  dciix 
inarroiii,  canvas  68  cm  /  57  cm.  Signed  ('.S.  {sic).  This  'S'  is  a  I)  of  a  handwritten 
sort  still  used  in  France  todav. 


Georges  de  Batz 

(  former  Secretary  Fine  Arts  Department, 
Johns  Hopkins  University,  Baltimore) 


1.  Chardin.  Un  lapin  el  deux  oiseaux.  Private  Collection,  U.S.A. 

2.  Chardin.  Lievre  avcc  chaudron  de  ciiivre.  National  Museum,  Stockholm. 
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3.  Loutherbourg.  \oon.  Private  collection,  U.S.A. 


tinic.^  No  wonder  Chardin  knew  by  heart  the  individual  texture 
of  animal,  vegetable,  and  mineral  matters !  He  was  still  then  under 
the  spell  of  a  contemplative  vision  which  imbued  his  works  with 
a  vie  iiitcriciirc  that  virtuosity  dimmed  later  on. 

A  few  straws  strayed  from  the  hunting  pouch  onto  a  stone  slab 
where  a  lapercaii  and  two  roiioc-iJorocs,  still  heavy  with  decreasing 
body  warmth,  pitifully  sleep  their  last.  Ruby  like,  a  pear  shaped 
drop  of  blood  incriminates  against  the  senselessness  of  killing 
wild  voung  animals.  The  coral-red.  fawn,  grey,  slate-blue,  and 
white  colours  are  applied  with  quasi  impressionistic  strokes;  yet 
a  subdued  golden  light  helps  one  to  forget  the  unpleasantness  of 
reality. 

^  Letter  quoted  by  the  marquis  Philippe  de  Cheniievieres  in :  Portraits  iiiedils 
d' Artistes  Fraiifais.  According  to  de  Berch,  Chardin  only  asked  24  gold  loiiis  for  a 
picture,  which  was  modest  for  him  .is  he  had  the  misfortune  to  work  very  slowly. 


Though  it  is  possible  that  already  m  1 765  subversive  thoughts 
brewed  in  Diderot's  mind,  he  was  still  sensitive  to  the  charm  of 
bucolic  vistas  and  luxuriant  arbours.  Thus,  commenting  on  the 
landscapes,  Loutherbourg  sent  to  the  Salon  of  that  year,  he  wrote 
in  Lcs  Salons  (p.  372):  'Regardez  ccs  rochers  a  gauche  et  ccs  eaux 
transparentes  .  .  .  Regardez  cette  tour  avec  son  petit  pont  voutc 
par  derricre,  et  arretez  votre  attention  sur  ces  plantes  sauvages 
qui  sortcnt  d'entre  les  rochers.'*  This  rather  pompous  admoni- 
tion was  meant  for  the  painter  J.  F.  Millet  who  must  have  cursed 
a  critic  often  accused  to  be  Art's  blind  cockatrice  (which  he  was 
to  a  certain  degree)  but,  encouraged  by  this  type  of  praise  bv 
ricochet,  Loutherbourg  painted  more  rocks,  more  transparent 
waters  and  towers,  more  httle  arched  bridges  and  wild  plants 
sprouting  out  of  crags  (No.  4). 

"  The  ten  pictures  were  exhibited  under  No.  140. 
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4.  Loutherbourg.  Evening.  National  Museum,  Stockholm. 


It  is  quite  likely  that  the  painting  reproduced  (No.  3)  was  the 
one  Diderot  saw.  Though  it  is  dated  1764,  it  was  not  shown 
until  the  following  year  because  the  Saloti  was  then  a  bienrmle.  At 
this  point,  one  regrets  to  disagree  with  Wm.  H.  Gerdt  Jr.  in  his 
article  on  the  artist  which  was  published  in  Antiques  (November 
1955),  'Loutherbourg'  he  stated  'became  a  member  of  the  French 
Salon  in  1767,  exhibiting  at  this  period  landscapes  and  battle 
scenes  a  la  Vernet.''  As  far  as  one  knows,  the  Salon  did  not 
bestow  memberships  and,  unlike  Carl,  and  Horace,  Joseph 
Vcrnet  did  not  paint  combats.  The  confusion  of  dates  may  have 
been  caused  by  the  one  appearing  on  the  Stockholm  canvas, 
1767,*  but  Diderot's  criticism,  as  well  as  the  Salon  livret  for  1765, 
confirm  the  fact  that  Loutherbourg  exhibited  that  year  as  a^ree. 

'  The  iivret  of  the  1767  Salon  still  gives  Loutherbourg  the  title  of  agrcf.  His  paint- 
ings were  exhibited  under  No.  124. 

The  picture  belonged  to  ambassador  count  Gustav  Philip  of  Kreutz  with  three 
others  by  the  artist.  They  subsequently  became  a  part  of  King  Gustave's  collection, 
remained  at  Drottningholm  castle  until  1885,  then  went  to  the  National  Museum. 
The  landscape  reproduced  on  figure  IV  is  entitled  'Evening'  and  it  pairs  with  a 
'Noon'.  The  others  are  a  'Stormy  Sea'  and  a  'Shipwreck.'  Kreutz  also  had  a  'Sea 
Battle'  and  a  'Battle  Scene'  which  may  not  have  become  a  part  of  the  royal 
collections. 


In  1768,  he  became  acadciiiicien  and  the  1769  Salon  livret  gives  him 
this  title  before  listing  the  twenty  or  more  works  he  exhibited, 
an  indication  that  he  was  as  quick  at  work  as  Chardin  was  slow. 

Like  Demachy,  Hubert  Robert,  and  other  composite-landscape 
artists,  Loutherbourg  made  sketches  on  the  spot  before  using 
parts,  or  all,  to  construct  his  pictures.  It  is  known  that  he  travelled 
in  his  native  Alsace,  and  through  the  Dauphine  where  he  painted 
a  view  of  the  chateau  at  Mondragon.  This  castle  was  near  a 
sleepy  village  that  is  now  a  part  of  the  Vaucluse  department. 
With  such  a  name  it  may  have  housed  a  basilisk,  but  in  any  case 
the  transparent  rivulets  cascading  through  the  cliffs  of  the  1764 
picture  became  Tivoliesque  in  the  1767  one.  Yet,  both  have  an 
interchangeable  resemblance  indicating  that,  early  in  his  career, 
Loutherbourg  knew  his  metier  as  well  as  what  collectors  wanted. 
Had  the  young  man  evoked  the  shades  of  Petrarch  and  Laura 
while  painting  in  the  environs  of  the  Fontaine  de  Vaucluse  One 
cannot  say.  But  his  early  landscapes  reflect  an  arcadian  tran- 
quillity that  the  next  generation  of  painters  shunned.  Time  had 
come  to  worship  with  David  the  sabre  rattlings  of  the  Greeks  and 
the  Romans. 
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I'hc  Connoisseur  in  America 


M.iK'oltii  V'.iunhiin 


riitcnkhiiiiiun  rreasurcs 

MRS.  I  At.  i:)L'i:i  1N1-,  Kl.NNIDV. 
w  ito  ot'tlii.-  I'rosulcni  ot  till-  L'mtcdStatis, 
loiMcd  tlu"  Amb.i^N.uioi  from  llu'  United  Arnb 
lU  piiblu  .uul  tlio  Ar.ibi.iii  Minister  of  C!ultiirc  to 
open  .It  the  L'nited  States  N.itioii.il  Cillery  .1 
small  but  extraordinary  exhibition  o(  .iiuieiit 
I  i;yptian  ob)eets.  treasures  from  the  tomb  ol 
riitenkhamnn  (</.  i  lsS  13. t".).  Clold  carvings, 
lewellerv.  ^lass.  and  a  variety  ot  other  objects 
were  iiuluded  in  the  display. 

Cine  of  the  rarest  items  on  view  was  a  gold 
daj:j;er  and  sheath  found  in  the  wrappings  of 
the  mummv.  A  small  sculpture  in  sandstone  is 
said  ti^  be  a  likeness  of  the  nuimmitied  king.  The 
beautiful  lewellery  ineluded  a  gold  amulet  in  the 
torm  of  a  winged  serpent  with  a  human  head, 
and  a  necklace  of  gold  and  coloured  glass,  tiie 
glass  imitating  lapis  la/uli  and  red  jasper. 

The  exhibition,  lent  by  the  Clovcrninent  of  the 
United  Arab  Republic,  will  be  sent  on  a  tour  of 
leading  cities  in  the  United  States — Philadelphia, 
New  Haven,  Boston,  \  louston,  Toledo,  C'hicago, 
(.'>maha,  Seattle  and  San  Trancisco. 

Opel's  German  Cabinet 

A  NUMlUiR  of  remarkable  boxwood  carvings, 
never  before  seen  in  America,  have  been  brought 
up  from  the  vaults  of  the  Walters  (lallcry. 
Baltimore,  and  are  now  on  exhibition.  Tliey  are 
displayed  alongside  the  Walters  C'oUcction  of 
carved  ivories  by  way  of  showing  the  stylistic 
connections  between  the  two  materials,  box- 
wood and  ivory,  and  the  way  the  carvers  of 
small  sculpture  expressetl  themselves. 

Notable  among  the  boxwood  examples  is  a 
unit]ue  cabinet  of  the  German  renaissance. 
Measuring  28»|  inches  high  by  24J  inches  wide 
(closed)  and  20  inches  deep,  it  was  all-over 
carved  in  Regcnsburg  by  Peter  Opel,  cabinet- 
maker, between  1580  and  1600.  However,  one 
thinks  of  it  less  as  a  piece  of  furniture  than  as  a 
series  of  small  sculptures.  Inside  and  out  it  is 
covered  with  carved  scenes,  figures,  tropliies,  and 
formal  decorations  such  as  strapwork.  All  told, 
it  is  made  of  48  carved  boxwood  panels  on  a 
framework  of  pine.  These  panels  include  thirteen 
out  of  fourteen  drawers.  'From  scene  number 
one,  on  the  removable  top  cover,  appear  carved 
scenes  of  the  deeds  of  David  as  shepherd,  soldier, 
commander,  exile,  and  prophet',  is  a  translation 
of  a  Latin  inscription  carved  on  the  veil  proffered 
by  an  angel  on  the  inner  central  door.  Beneath 
the  inscription  appears  Opel's  name  and  the 

Shawabty  sandstone  figure  in  the  likeness  of  the 
mummified  King  Tutenkhamun.  Lent  to  the 
National  Gallery  of  Art,  IVashington,  by  the 
Government  of  the  United  Arab  Republic. 


(Top)  Madonna  and  Child  with  Saints,  by  Ugolino  di  Nerio,  f.  1315.  The  Cleveland 
Museum  of  Art  (Leonard  C.  Hanna,  Jr.  Bequest). 


name  ot  his  native  town,  Regensburg.  On  the 
back  of  the  inner  central  door  appears  a  portrait 
ot  the  carver.  He  holds  a  graver  in  his  right  hand, 
is  dressed  in  a  doublet,  and  his  shield  bears  the 
words  'My  hope  in  Jehovah  the  Lord'.  Evidently 
Opel,  like  his  fellow  artists  of  the  Renaissance, 
considered  himself  an  aristocrat  and  a  humanist. 

Altarpiece  by  Ugolino  da  Siena 

ONE  of  the  landmarks  of  early  Sienese  painting, 
a  polyptych  altarpiece  by  Duccio's  closest 
follower,  Ugolino  da  Siena,  has  been  acquired  by 
the  Cleveland  Museum  of  Art. 

Painted  around  1 3 1 5  as  a  commission  from  the 
Franciscan  church  of  Santa  Croce  in  Florence, 
the  altarpiece  shows  the  Madonna  and  Child  in 
the  central  panel,  with  saints  in  the  adjoining 
tour  panels.  It  is  considered  the  most  complex 
e.xisting  work  from  the  hand  of  Ugolino  and  the 
culminating  work  of  his  career.  Vasari  mentions 
having  seen  it  in  position  on  the  altar.  Later  it 
was  removed  from  the  church  and  thereafter 
disappeared  until  referred  to  in  1784  by  Padre 
Guglielmo  dclla  Valle,  who  saw  it  in  the  upper 
monastery  adjoining  the  church.  Since  then  the 
five  panels  were  dismembered,  taken  to  England 


(Bottom).  Dish  from  a  130-piece  dinner  service 
used  by  Rutherford  B.  Hayes  when  President  of 
the  United  States. 


and  lost.  Subsequently  retouched  and  re-assem- 
bled it  is  still  a  treasure  in  the  first  magnitude. 

Dinnerware  of  the  U.S.  Presidents 

AT  the  Art  Institute  of  Chicago,  one  of  the  most 
popular  exhibitions  of  recent  years  is  the  current 


showing  of  china,  glass  and  silverware  used  at 
the  White  House  by  former  presidents  of  the 
United  States.  The  range  of  china  extends  from 
a  Sevres  state  banquet  service  purchased  by 
George  Washington  and  a  Haviland  dinner 
service  ordered  by  Franklin  Pierce,  to  the  first 
set  of  American  china  used  in  the  White  House, 
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.1  vlmiuT  scrviio  orili'ii'il  In  AIm.iIi.hh  IiihoIii 
lii>m  I  »,iu>\.  Iiu  . 

I  111-  imiNi  i  l.ihoiMU-  ilim.i  on  vu  w  iiulicd, 
iIk-  iin^Nt  (.l.ihiir.ttc  cvir  mviKii  In  iIk-  Wliiti- 
I  loiiM"  IN  a  sot  o\  \  \o  |Mi\CN,  c.uh  in  .i  iliHcri-nt 
vlcsik;n,  tlu' doior.ttioMs  nsni;4  AniciU  Mn  tli>r.i  .hkI 
t.uin.i  .IS  inspiration 

Art  rreasiircs  for  World's  Fnir 

Al  tlu-  So.ittk-  Vl\>rUI's  1  .iir  this  year  the  art 
soi  tioii  will  minprisc  the  ihicf  treasures  ot  art  in 
Alucriea:  great  paintings,  seulpture  and  other 
objeets  lent  for  the  oeeasion  by  United  States  .md 
C  anadian  nuisennis. 

Anioni;  masterpieees  never  before  lent  by  tiie 
nuiseimis  ownini;  them  are:  the  'Liechtenstein' 
(."hardin.  /..i  (.'.oiivfriuuitc,  from  Ottawa;  the  St. 
I  oiiis  I  rans  Hals,  the  IMiiladelphia  I'oiissin;  the 
halt-length  /'i>rfr.iif  i>/  tlir  .\ /.ir./Kc:  </c  .S"ii//r<;v.M,  by 
tJoya,  from  San  Oiego;  and  the  Si.  John  the 
liitf'tist,  by  (.laravaggio.  from  Kansas  C!ity.  Of 
equally  high  quality  are  the  Linrctia,  by  Rem- 
brandt, from  Minneapolis;  the  /)(»;.<(•  diuis  iiii 
l\irilloii.  In  W'.itte.ui,  trom  Cleveland. 


(Above).  Lucretia,  by  Rembrandt.  Canvas,  41  2  36  J  inches.  The  Minneapolis  Institute  of  Arts.  (Left). 
La  Gouvernante ,  by  J-B-S.  Chardin.  Canvas,  l82  I4i  inches.  The  Sational  Gallery  of  Canada,  Ottawa. 
(Left,  below).  Marquez  de  Salfrej^a,  by  Goya.  The  Fine  Art  Gallery  of  San  Die^o  (Gift  of  the  Misses 
Putnam). 


The  exhibition  opens  on  the  twenty-first  of 
this  month  and  will  run  until  October  21.  The 
display  will  clearly  be  of  the  highest  quality.  It  is 
under  the  direction  of  William  Milliken, 
formerly  director  of  the  Cleveland  Museum  and 
one  ot  the  most  respected  connoisseurs  of  art  in 
America. 

Metropolitan  Expansion 

A  NEW  department  of  drawings  has  been 
added  to  the  Metropolitan  Museum  of  Art. 
Hitherto  the  many  fine  drawings  owned  by  the 
Museum  were  kept  in  the  Print  Department 
along  with  etchings  and  engravings. 

To  celebrate  the  opening  of  the  new  depart- 
ment, the  Metropolitan  is  holding  an  exhibition 
of  drawings.  Many  old  favourites  appear 
together  with  a  number  of  recent  acquisitions. 
These  include  a  nude  study  by  the  modernist, 
Georges  Seurat  (Stephen  Clark  bequest),  and  a 


number  of  gifts  from  Walter  Baker.  Among  the 
latter  arc:  A  Miracle  of  the  I  'ir(j(/i,  pen  and  brown 
wash  drawing  by  the  seventeenth-century 
Italian,  Giovanni  Baglione;  Hercules  in  the  Garden 
of  tile  Hcsperides,  red  chalk,  by  the  eighteenth- 
century  Italian,  Baldasare  Franceschini ;  and  an 
Ecce  Homo,  pen  and  brown  wash,  by  the 
eighteenth-century  Dutch  artist,  Jan  Luyken. 

Harvard  shows  treasures  from  Sardis 

HARVARD  University  has  offered  for  exhibi- 
tion its  latest  findings  unearthed  at  Sardis,  once 
the  capital  of  the  great  empire  of  Lydia,  in  what 
is  now^  western  Turkey.  The  Harvard  expedition, 
successfully  searching  for  the  royal  road  of  the 
ancient  Persian  kings  in  the  time  of  Croesus 
3,000  years  ago,  uncovered  the  main  shopping 
street  of  Sardis — some  fifty  feet  wide  with 
marble  sidewalks  flanked  by  mosaic  colonnades. 
A  large  section  of  this  avenue  was  brought  to 


America.  Linbcddcd  in  the  roadway  was  found 
a  masterpiece  ot  Byzanrine  sculpture,  a  head  of  a 
bearded  man,  which  had  been  tossed  into  the 
road  bed  when  engineers  were  reconstructing  the 
street  about  A.D.  400-500. 

Among  the  other  rehcs  excavated,  and  now 
on  display  at  Harvard,  is  a  colourful  Roman 
mosaic  bath  once  heated  by  a  system  of  hot  air 
conducted  under  the  floors  and  within  the  walls. 
It  was  found  at  Sardis  in  a  Roman  villa  dating 
from  the  fourth  century  A.I). 

Swabian  Madonna  for  North  Carolina 

A  RARE  fifteenth-century  Swabian  sculpture 
of  the  Madonna  as  protector,  has  been  acquired 
by  the  North  Carolina  Museum  of  Art.  It  stands 
56  inches  high  and  still  has  much  of  its  original 
polychrome.  The  statue  is  beUeved  to  be  the 
work  of  Peter  Koellin  ofEsslingen,  creator  of  a 
monogranmied  Pieta  dated  1471  and  now  ni  the 
Landesmuseum  in  Stuttgart. 


(Above).  Marble  head  of  an  unknown  sage  recently  excavated  by  Harvard-Cornell  archae- 
ologists at  Sardis  (now  Western  Turkey).  The  Fogg  Museum  of  Art,  Harvard  University.  (Left). 
Swabian  fifteenth-century  polychromed  carving,  in  linden  wood,  of  'The  Madonna  with 
the  Protective  Cloak',  by  Peter  Koellin.  Height,  57  inches.  The  North  Carolina  Museum  of  Art. 
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A  French  First  Empire  six  branch 
chandelier  of  superb  quality. 

Height  48  inches. 
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Early  19th  Century  adjustable  wing 
chair  with  a  sliding  foot  rest  covered 
in  red  leather. 
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